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The present research seeks to shed light on collaboration in the largely unexplored area of Thai 
fansubbing practices with the main focus placed on fansubbers.  The interrelationships within the 
fansubbing community, which develop in particular between fansubbers and non-translating fans, have 
generally been overlooked by scholars.  Furthermore, the significant roles played by digital technologies 
in facilitating such interdependencies have not been fully discussed in the literature.  In an attempt to fill 
these gaps, this thesis explores how Thai fansubbers exploit technology and collaborate with community 
members to demonstrate the mechanism in which fan community collaboration is sustained, despite 
ever present legal threats.  The current study takes a socio-technical approach to focus on the 
interactions of humans, i.e. fansubbers and non-translating fans, with particular attention placed on the 
role of technologies.  In order to gain insights into such interactions, research data were collected 
through a virtual ethnography method via online fan surveys and interviews with fansubbers.  The data 
were analysed on the basis of Actor-Network Theory (ANT) (Latour 2005, 1987), combined with 
concepts which bring into focus the interrelationships formed in digital network environments: affinity 
spaces (Gee and Hayes 2011), networked affect (Hillis, Paasonen and Petit 2015), and epistemic trust 
(e.g. Origgi 2013, 2012).  The study presents empirical evidence to show that affects, such as attachment 
to favourite programmes and engagement in fansubbing in particular, which underlie fansubbing 
communities, are the driving force behind collaborative effort so that the community can produce and 
circulate fansubs.  The findings further suggest that these shared affects between fansubbers and non-
translating fans develop into common ethical values, which are in turn influenced by specific cultural 
contexts of the practice.  Such values develop into mutual trust among the fan community members, 
strengthening their interrelationships which can sustain collaboration in fansubbing.  
Keywords: Fansubbing, Thai fansubbing practices, collaboration, ethical values, trust 
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Chapter 1 Introduction 
 
This chapter begins with an outline of the research field, locating the present research mainly in 
Translation Studies.  The thesis also draws on aspects of media studies in relation to fan studies as well 
as media ethics from pluralistic perspectives in consideration of digital technologies as well as socio-
cultural contexts.  The chapter introduces key concepts pertinent to the present research, highlighted in 
bold on their first appearance, with their definitions as used in this thesis.  The research rationale is 
explained next to preface the main research questions together with sub-questions.  Finally, a brief 
explanation of the structure of the thesis is provided. 
 
1.1 Research Field and Location 
 
Translation today is not limited to the work done by professional translators, but also embraces non-
professional translation practice, which is becoming more visible, particularly as these translations are 
circulated widely on the Internet.  Non-professional translators typically have no formal translator 
training and have worked without remuneration in digital environments (Antonini and Bucaria 2015).  
From the point of view of their voluntary nature, non-professional translation can be aligned with 
volunteer translation practices (Olohan 2012; Pym 2011).  Non-professional translation involves a wide 
range of contexts, including civic engagement in humanitarian projects, transformation of media 
consumption into digital platforms, and mediation of religious and cultural-conflict issues in cross-
cultural interrelationships (Pérez-González and Susam-Saraeva 2012, p.152).  The specific instantiations 
include Wikipedia translation (McDonough Dolmaya 2012), online reportage and news translation 
(Harding 2012), and fan translation (e.g. Orrego-Carmona 2015; Wang and Zhang 2015; Dwyer 2012).   
The current study focuses on fan translation.  Fan translation is mainly driven by fans who aim to share 
enjoyment of their favourite texts with others, with the intention to translate foreign media texts for 
fellow fans who do not understand the source language (O’Hagan 2013).  For the purposes of this thesis, 
a fan is understood to be an individual who is passionately engaged in media texts, has social 
interactions and forms community-like relationships in order to express an interest in an alternative 
form of production and circulation (Jenkins 1992).  There are many types of fan translation, depending 
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on the genres of texts chosen by the fans.  Fan translation involves a variety of media texts, such as 
novels, comics, music, films, or television programmes (Fiske 1992), and takes various forms, including 
literary works; manga (Japanese comics) (see Section 2.2.2 for scanlation which refers to scanning and 
translating of manga by fans); video games, which fans hack and into which they insert fan translated 
versions, in a process called ‘translation hacking’ (O’Hagan 2009); and fansubbing and fandubbing.   
One of the most prevalent forms of fan translation is fansubbing.  It broadly refers to the practice of 
subtitling audiovisual content, which consists of language, image, music, and is shown in a synchronised 
manner to audiences through various media (Pérez-González 2009, p.13).  Fansubbers are fans acting as 
translators albeit, mostly formally untrained, non-professional translators.  They collaboratively create 
fansubs or fan subtitles to share them with other fans.  The practice is typically motivated by the 
unavailability of/or the delay in the distribution of official translations, as well as the problem of over-
editing, which fans claim to be applied in certain official subtitles (O’Hagan 2012).  Fansubbing originally 
started during the 1980s because the video and movie industry could not meet fans’ demands for 
Japanese anime programmes to be translated for the US market.  In those early days, fansubbing was 
costly and fansubbers had to purchase VHS tapes in order to embed the subtitles and distribute 
fansubbed material to other fans (Leonard 2005).  During this period, the practice was conducted by a 
limited number of fan groups of anime programmes, and the translated programmes made by the fans 
were distributed usually only within such groups in the form of video cassettes (Hatcher 2005).   
Thanks to the increased availability of free software for media editing and subtitling on the Internet, 
fansubbers began producing subtitles in digital formats rather than using video cassettes.  This shift to 
digital technology is the reason why the current fansubbing practice is sometimes called ‘digisubbing’ 
(Leonard 2005).  Fansubbing then became more visible to the general public in the mid-1990s (Díaz-
Cintas and Muñoz Sánchez 2006, p.37).  This coincided with the changes in media viewing behaviour in 
general where mass audiences began to shift from watching programmes.  Audiences, especially fans, 
became able to freely access many types of popular foreign programmes irrespective of their physical 
location.  The change in media consumption behaviours from TV-based to Internet-based has had an 
impact on fansubbing, which has expanded from anime programmes to other genres of popular foreign 
audiovisual texts (Orrego-Carmona 2011; Barra 2009), including feature films, TV drama series and 
variety shows.  Such media viewing behaviours demonstrate that online technologies have allowed 
viewers to make choices in time and places of media viewing and what programmes they would like to 
watch, leading to a democratisation in media viewership (Hartley 2004).  This is also a reason why 
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fansubbing has become a global phenomenon and has attracted scholarly attention in translation 
studies (see further discussions in Section 3.1) in different geographical locations and cultural settings, 
including not only the US (Pantumsinchai 2012), but also Italy (Massidda 2012), Spain (Orrego-Carmona 
2011) and China (Li 2015; Zhang and Mao 2013).  However, despite the global expansion of fansubbing 
prompting this research, few studies have been done in South East Asian countries.  More specifically, in 
a Thai context, at the time of writing (July 2017) only one study was published on fansubbing (i.e. 
Lakarnchua 2015) as a language learning practice rather than as a translation practice.  This shows the 
limited scope of the current literature in providing international perspectives on the global fansubbing 
phenomenon.  Therefore, the present research seeks to fill the gap by extending the study of fansubbing 
into the unexplored Thai context from a translation studies perspective.   
The expansion of the fansubbing phenomenon has implications for audiovisual translation (AVT), in 
terms of production and circulation of audiovisual content, facilitated by online environments (O’Hagan 
2013; Dwyer 2012; Fernández Costales 2012).  The fansubbing phenomenon is a significant example of 
how digital technologies have exerted a major influence on fan translators and on a wider circle of fans 
in their media consumption and reproduction, giving rise to non-professional translation activities.  
Fansubbing requires fansubbers to have a certain level of technical knowledge to produce fansubs, such 
as being able to use subtitling software, the process of typesetting and encoding, etc. (Díaz-Cintas and 
Muñoz Sánchez 2006).  The use of technological tools in fansubbing is, in some cases, comparable to the 
practices of professional subtitlers (Díaz-Cintas 2015).  Online platforms have allowed fansubbers to 
more readily disseminate their own subtitles while interacting with other fans (Pantumsinchai 2012).  
This demonstrates that technologies have greatly facilitated fansubbers to create translations of their 
favourite audiovisual texts, affording them a more efficient production and distribution mechanism 
compared to the analogue era based on video cassette tapes.  However, the ways in which technological 
resources are used by fans in fansubbing practices in the digital era are still not fully recognised in the 
translation studies literature (see Section 3.1).  The current study therefore pays close attention to the 
interrelationships between fans and technologies in understanding fansubbing practices and uses Actor-
Network Theory (ANT) as the main analytical framework (see more discussions of the ANT framework in 
Section 4.3).  Such a focus within the framework of ANT aligns the exploration of the practices from a 
socio-technical perspective, which explicitly addresses the roles of non-human actors, i.e. technologies, 
with equal importance to human actors, i.e. translators, in interactions within translation practices.  
According to ANT, an actor refers to any human or non-human that influences others to act in a social 
practice (Latour 2005).  The framework takes into account non-human actors as having agency (Buzelin 
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2011, p.6), which refers to the ability to act independently when they interact with others (Kinnunen 
and Koskinen 2010).  The term actor is similar to agents of translation used in translation studies, which 
are defined as an entity, such as translators, journals and institutions, which introduce cultural changes 
or innovation through translation (Milton and Bandia 2009).  In the present research the term actor is 
used when discussing the interactions of key humans and non-humans whose roles impact fansubbing.   
Fansubbing is considered a collaborative translation practice as fan translators work in collaboration in 
producing and distributing fansubs.  Collaboration in this thesis follows the definition proposed by 
Kenny (2008, p.145), which refers to shared production of a single artefact where actors work 
synchronously and collectively engage in the task.  The term is different from cooperation which 
involves production of an artefact where the work is divided and carried out independently by 
individuals (ibid.).  O’Brien (2011, p.17) broadly defines collaborative translation as a practice which 
involves two or more agents taking part to produce a translation.  In some Asian translation traditions 
collaborative translation practices have been traced historically to religious works, i.e. Buddhist sutra 
translations (Cheung 2006), and Western texts, which were produced by local translators with the 
assistance of foreign missionaries (Wakabayashi 2005).  In China, such practices were performed by the 
collaboration of public figures with the aim of introducing new knowledge in the past two millennia 
(Cheung 2006; Hung 2005).  The collaboration in Chinese translation was typically the combination of 
oral and writing processes where those who were bilingual orally translated the texts into Chinese for a 
group of people to note down such translations and the credit for translation was attributed to both 
parties (Hung 2006).  By comparison, collaborative translation in the digital era involves human-machine 
interactions between translators and technological resources (O’Brien 2011).  O’Brien argues that the 
contemporary practice of collaborative translation is motivated by commercial, social and personal 
purposes (ibid., p.18).  While translations for clients and humanitarian projects serve commercial and 
social purposes, respectively, fansubbing practices largely serve fans’ personal interests. 
The motivations of translators to participate in collaborative translation are similar to those for 
community translation practices.  The term community translation is used in two distinctive ways today, 
depending on the research field.  On the one hand, developed from the concept in close association 
with community interpreting, Taibi and Ozolins (2016) define community translation as the translation 
for public services which aim to provide assistance to individuals who belong to linguistic and cultural 
minorities.  Such a definition has been adopted among scholars in various contexts, typically found in 
the US and Australia where community translation practices were initially most prevalent with 
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immigrants.  On the other hand, scholars, such as Fernández Costales (2012) and O’Hagan (2011), go 
beyond the geographical context and uses the term with particular focus on the contemporary context 
of Web 2.0.  In O’Hagan’s definition (2011), community translation is an online practice undertaken 
voluntarily by a community of Internet users, facilitated by collaborative platforms connecting the 
participants who are often passionately engaged in translation regardless of remuneration.  In the 
present research, fansubbing falls under the more recent definition of community translation proposed 
by O’Hagan (2011) as it relies heavily on an online community of fans to produce subtitles voluntarily 
and collaboratively by exploiting the surrounding technological resources. 
Community translation can be further divided into two categories in terms of solicited and unsolicited 
translation, as often discussed in research into user-generated translation (O’Hagan 2009).  The solicited 
community translation practices refer to practices such as translation crowdsourcing, where the 
translation is usually initiated by content owners.  O’Hagan (2016a, p.115) defines this type of practice 
as “a method of procuring translation online by an open call, typically without monetary reward, often 
when needed for online consumption of content or a service.”  Translation crowdsourcing can be seen in 
cases such as Wikipedia, Facebook and TED translations to name just a few earlier well-known examples.  
In contrast, unsolicited community translation refers to the practices which are conducted by a group 
of users who form their own online community in order to complete translation tasks without any 
specific organised request by content owners (Jiménez-Crespo 2016).  This autonomous aspect of the 
practice can be considered a specific feature of fansubbing practices closely tied to the digital era.  
In fansubbing practices, fansubbers help remediate the audiovisual content from one culture into their 
target culture contexts by producing fansubs in their own styles to satisfy their own preferences.  The 
fan status of fansubbers is considered as a key factor that motivates them to participate in this 
unsolicited community translation practice (Ito 2012).  To further investigate such a motivation, the 
present research draws on fan studies which highlight the fact that fans are different from general 
audiences in the level of attachment, interpretation and production in relation to their favourite content 
(Abercrombie and Longhurst 1998).  Fan attachment can be seen as emotional investment which fans 
put into activities evolving around their interested media texts (ibid., p.129).  Fans form engagement 
which can relate to the dynamic process where fans’ emotional connections with their favourite content 
encourage them to build relationships with those who have the same interest and to participate in fan 
activities (Jenkins, Ford and Green 2013).  Such emotional connections can be explained in terms of the 
concept of affect, as, according to Calvo and D’Mello (2011), affective states can influence individuals to 
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participate in activities.  This suggests that fans are driven by their interest which in turn induces deep 
engagement to the extent that they seek every possible avenue to gain access to their favourite content 
rather than passively relying on the industry providers to fulfil their interest despite potential legal 
implications (Jenkins, Ford and Green 2013).  That is, fans become ‘active users’ in media consumption 
and ‘active producers’ by using their social and cultural experience to transform their favourite media 
texts (Fiske 1992).  In the case of fansubbing, fansubbers take on various roles and responsibilities in 
fansub creation.  They no longer passively consume the programmes made by media companies, but 
become producers of translation of audiovisual content (Pérez-González 2013; Pantumsinchai 2012; 
Bold 2011).  These behaviours of fansubbers represent fandom which is often defined as fans’ emotional 
commitment to the consumption of their favourite media texts (Sandvoss 2005, p.8), leading to cultural 
practices performed by strongly engaged media users (Jenkins 2010). 
In a translation practice such as fansubbing, the high degree of engagement can motivate translators to 
voluntarily participate in the practices (Olohan 2014).  Fansubbers’ engagement allows them to gain 
specialised knowledge in the contexts of their favourite programmes, often making them experts in the 
given genre (O’Hagan 2013).  Fans are so driven by their passion towards their favourite contents that 
they are eager to demonstrate their devotion irrespective of monetary gains by willingly putting time 
and effort into translation in order to make contributions to their favourite media texts (Lee, H 2011), 
and to help other fans in the communities to gain access to their favourite content (Pantumsinchai 
2012).  Such free labour results in alternative forms of market value to the media content (Jenkins, Ford 
and Green 2013, p.116), which possibly attracts a wider group of audiences, raising the commercial 
value of such media texts in the entertainment industry (Hills 2002).  This suggests a shift from the 
previous structure, where the media industry managed itself exclusively, to a media industry which is 
increasingly influenced by actively engaged media users in a digital environment.  This change has 
encouraged fans who are everyday Internet users to partake in online collaboration and circulate user-
generated content, forming a participatory culture where fan interpretations and social interactions 
lead to cultural products that serve their fandom (Jenkins 1992).  The active participation of fansubbers, 
residing outside the jurisdiction of the media industry, can imply defiance to passive consumerism (Hills 
2002).  Fansubbers are considered ‘prosumers’, who no longer passively consume the programmes 
made by media companies, but they are also producers of translation of audiovisual content (Pérez-
González 2013; Pantumsinchai 2012; Bold 2011).  The influence of affective states, which encourage fans 
to produce translation, means that dismissing fansubbers’ work as non-professional amateur pursuits 
risks overlooking their often extraordinary engagement and effort in making fansubs (O’Hagan 2011).  
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Therefore, the present research further explores the impact of the affective states of fans which can 
drive them to produce works in collaboration by seeking the way in which such states of affect develop 
in the networked environment.   
The focus on translation as a social practice allows the researcher to explore the roles and 
interrelationships of translation agents in producing translations (Pym 2006).  Fansubbing practices can 
be described as co-creation translation practices, where consumers, i.e. fans, take part in the production 
and distribution process of media content and experiences (Banks and Deuze 2009, p.419).  The 
collaboration of fansubbers to produce and distribute fansubs to serve their strong interest has 
developed collective identities among fansubbers in Internet-mediated environment (Li 2015).  Not only 
do fansubbers engage in shared laborious tasks and effort in producing fansubs, they also share values 
and commitment in fansubbing practices, sustaining their collaboration in the communities (ibid.).  
Shared values, such as fansubbers’ moral commitment to fansubbing, can be linked to trust building 
among community members (Sperber et al. 2010) in fostering the interrelationships in the community, 
which is further investigated in the present research.  Furthermore, co-creation or interrelationships of 
community members in fansubbing is not limited to fansubbers who are producers of translation.  Non-
translating fans are also seen to play a crucial role in fan translation practices as supporters who 
encourage the translating fans to make an effort and to devote their free labour to the practices (Ito 
2012) (see further discussions in Section 3.1.2).  However, fansubbing research in translation studies has 
so far paid little attention to the roles of these non-translating fans.  The present research attempts to 
fill such a gap by gaining in-depth insights into the interdependence of fansubbers and non-translating 
fans in fansubbing communities with a focus on collaboration in fansubbing.  Collaboration between fan 
community members can be associated with creativity (see further discussions in Section 3.3), yet 
creativity in fansubbing studies is most often associated with fansubs as products (e.g. McClarty 2013; 
Pérez-González 2013; Díaz-Cintas 2010) (see further discussions in Section 3.1.1).  The current study 
seeks to examine the interrelationships formed between fan community members in online spaces 
which possibly enhance creativity in fansubbing. 
Since fansubbing is an unsolicited community translation practice, where fansubbing communities 
produce translations typically without permission from copyright holders, the practice has legal 
implications.  This is illustrated, for example, in the case of the Thai fansubbing of a Korean drama series 
where the copyright holders in Korea gave a warning to Thai fansubbing communities of these drama 
series to stop the fansub circulation (Thaitrakulpanich 2016).  Yet, the communities justify their work by 
8 
claiming that they create fansubs as a display of fandom without seeking any monetary rewards (Lee 
2010), and for the promotion of their favourite programmes (Condry 2010; Hatcher 2005).  Such ethical 
values shared in the communities can build supportive environments for translators to communicate 
and share knowledge (Drugan 2011), encouraging community members, especially fansubbers, to 
continue fansubbing (see further discussions in Section 3.2.3).  This shows the importance of ethical 
values in the formation of the interrelationships between fansubbers and non-translating fans in 
fansubbing communities.  However, ethics in community translation practices, including fansubbing, are 
of a different nature from professional ethics which bind professional translations to a set of 
professional conduct which mainly focuses on duties and responsibilities of translators (Baker 2011).  
Ethical issues in fansubbing need to be scrutinised and reconsidered through a new lens by taking into 
account fan collaboration in the new technological environments.  This has motivated the present 
research to probe into digital media ethics in particular reference to copyright issues in online practices 
from different ethical perspectives (see Section 3.2.2).  Ess (2014) presents pluralistic views on ethics 
where despite sharing fundamentally the same ethical norms, the historical traditions and legal 
framework in each country influence individuals to have their own ethical reasons.  The consideration of 
cultural influence on ethics would contribute to an exploration in understanding the fansubbing 
phenomenon in different regions, hence likely reflecting specific surrounding socio-cultural contexts in 
which such practices are embedded. 
In addition, the researcher’s professional experience in audiovisual translation working for a cable 
television channel in Thailand as well as her own fan status of Korean TV programmes form part of the 
key initial motivation behind this research.  Implicit in the aim of this study is therefore the pursuit of 
the researcher’s personal as well as professional interest in this emerging topic.  The researcher seeks to 
contribute to the increasing scholarly effort in further expanding the boundary of translation studies 
into little known contemporary Asian translation practices with the introduction to the phenomenon of 
fansubbing in Thailand. 
 
1.2 Research Rationale, Questions and Operationalisation 
 
As discussed in Section 1.1, the roles of non-translating fans and digital technologies in fansubbing are 
underreported in the literature while fansubbing in Thai contexts is virtually untapped.  The present 
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research seeks to gain an in-depth understanding of Thai fansubbing with a particular focus on 
collaboration between fansubbers and other key actors, including non-translating fans and digital 
technologies, constituting the online fan communities.  A particular case of fansubbing of a Korean TV 
show is chosen as a representative example due to the recent rise in the interest in Korean culture in 
Thailand which has led to Korean fandom in the country (Choi and Maliangkay 2015; Jin and Yoon 2014; 
Siriyuvasak and Shin 2007).  Korean cultural products, especially TV programmes, have captured the 
attention of Thai media viewers (Ainslie 2016), and one highly popular Korean TV show in Thailand is 
Running Man (see Section 2.2.1).  This is demonstrated in particular by the growing numbers of 
fansubbing communities specialised in Korean audiovisual content in Thailand (see Section 2.2.2).   
As mentioned in Section 1.1, fansubbing practices are performed by fansubbers working together to 
produce and distribute fansubs in technology-mediated environments.  The present research aims to 
address a collaborative aspect in fansubbing by focusing on the interrelationships between fansubbers 
and non-translating fans and the interactions between fans and technology which have been overlooked 
by scholars in translation studies.  To this end, the main objective of the present research is to 
understand the nature of the collaboration in fansubbing between human actors (i.e. fansubbers and 
non-translating fans) and non-human actors (i.e. digital technologies) which together form online 
communities.  To achieve such a research objective, the present research seeks to answer the following 
main research question: 
 
How does collaboration develop in online communities of Thai fansubbers? 
 
To answer this key question, it is first necessary to obtain detailed observations on how the fansubbers 
and their fan community as a whole interact with technology and the role played by technology.  Digital 
technologies are treated as a critical external factor that allow fansubbers and other community 
members to engage in fansubbing activities.  This is based on the fact that online technological 
resources facilitate interaction between fansubbers and other community members.  These 
assumptions lead to the following first sub-question: 
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1.1 How do Thai fansubbers exploit technology and collaborate with other community 
members in the production and circulation of fansubs? 
 
In addition to the consideration of the significance of digital technologies, different roles played by fans 
in fansubbing as community members are addressed through their interrelationships formed in online 
communities.  The interdependence between fansubbers and non-translating fans marks the 
collaboration in the networked environments and possibly encourages fansubbers to maintain their 
engagement in fansubbing.  To gain in-depth insights into the interrelationships among fan community 
members, the present research, therefore, seeks to explore what binds fansubbers and non-translating 
fans together to strengthen and foster their interrelationships in fansubbing practices.  It also takes into 
account the cultural influence of the Thai context on these community members when they interact in 
online communities.  This leads to the second sub-question:  
1.2 How do fansubbers and non-translating fans as community members forge their 
interrelationships in specific socio-technical settings of Thai fansubbing communities? 
 
The focus on the impact of digital technologies on fansubbing as the enabler of collaboration in fan 
communities has led the current study towards a socio-technical perspective, aiming to explore 
fansubbing as a social practice that is facilitated by technology in a changing dynamic environment.  This 
enables the researcher to consider digital technologies as a key non-human actor with equal importance 
as human actors in forming fansubbing practices.  The present research therefore focuses on 
interactional relations between actors in translation and the influence of a societal context (Wolf 2007), 
and treats technologies as another key actor in translation (see Section 4.1), using Actor-Network 
Theory (ANT) as a framework for analysis.  ANT (Latour 1987, 2005) allows for the analyses of 
collaborative works or the network of human and non-human actors from the socio-technical 
perspective (see further explanation in Section 4.3).  The network in ANT refers to the trace of 
interrelationships between actors who can cause the transformation in social practices (ibid.).  Such a 
transformation is called translation (Callon 1986) in ANT terminology which is different from what is 
typically understood in translation studies as a subject field in general, a product of meaning transfer 
usually involving interlingual texts, and a process of producing texts originally written in one language in 
another (Munday 2012, p.8) (see further discussions in Section 4.3.1). 
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The research data are collected through the method of virtual ethnography as it enables the researcher 
to explore the interrelationships of human and non-human actors in online communities, i.e. fansubbing 
communities in the present study (see Section 4.2).  This virtual ethnographic approach is made possible 
by the researcher’s role as an insider of the community, using her own fan status and experience from 
the AVT profession to contact the study participants for survey and interview data collection (see 
Section 5.1).  All data collection follows the recommended ethical procedures of the institution to which 
the researcher belongs as well as those of ethical online ethnography research (Kozinets 2010; Hine 
2008).  The subtitles produced by fans are not reproduced or analysed in the present research due to 
the legal constraints in fansubbing as addressed in Section 3.2.3. 
 
1.3 Thesis structure 
 
This thesis is divided into three main parts, consisting of Part I: Research Contexts and Literature Review, 
Part II: Methodological Considerations and Framework of Analysis, and Part III: Data Analysis and 
Research Findings.   
In Part I, following the present chapter, Chapter 2 provides an overview of the research contexts, mainly 
those relating to the media landscape and fan activities in Thailand.  It discusses a growing reliance of 
media viewers on digital environments in media consumption, and the status of professional audiovisual 
translation in the country.  Then Korean fandom and fan activities are introduced to highlight the trend 
of media consumption in Thailand at present.  An explanation of legal issues in Thailand which are 
related to the unauthorised use of copyright content in fan activities is provided.  Ethical attitudes and 
beliefs of Thai people concerning digital media are also discussed.  Chapter 3 discusses fansubbing in 
general and reviews the literature on fansubbing research.  It firstly addresses fansubbing with particular 
focus on fansubs and their innovative styles which are seen as creative work.  Next, fansubbing as a 
community translation practice in digital environments is explained.  The ethical considerations in 
relation to fansubbing and the legal implications in relation to copyright issues are discussed, including 
professional translation ethics, digital media ethics and ethics in fansubbing.  This chapter then focuses 
on the conceptualisation of creativity which is closely associated with the main objective of this 
research, i.e. collaboration.  
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In Part II, Chapter 4 addresses the research design of this study guided by the research focus which is 
discussed in the previous chapter.  It explains the research paradigm based on a socio-technical 
approach and introduces ANT as the main analytical framework.  The three concepts used in the 
analysis, namely, ‘affinity spaces’, ‘networked affect’, and ‘epistemic trust’, are then introduced in 
relation to ANT.  The study gathers empirical evidence by using the method of virtual ethnography 
which is a common method applied within an ANT-based framework.  The research validity and 
reliability as well as research integrity in the current study are then discussed at the end of the chapter.  
Chapter 5 provides an explanation of the methods used in data collection and their analysis.  The virtual 
ethnographic data collection in reference to the surveys of fans and non-fans as well as the interviews 
with fansubbers is explained.  The coding method used in the data analysis is detailed next, informed by 
ANT and the application of the three concepts mentioned above.  
Part III discusses the data analysis and research findings in terms of ANT and the three theoretical 
concepts.  Chapter 6 first provides the results of virtual ethnographic data concerning surveys of fans 
and non-fans as well as the interviews of fansubbers.  Following the identification of key human and 
non-human actors in fansubbing communities, the analysis then focuses on the interactions of these 
actors.  Chapter 7 answers the first sub-question of the present research, discussing the 
interrelationships of fansubbers and other key actors, especially digital technologies, to demonstrate 
collaboration in fansubbing.  Chapter 8 responds to the second sub-question, explaining the values 
which are shared among fansubbers and non-translating fans in online communities in comparison with 
non-fans.  It focuses on the interrelationships of fan community members and how they are 
strengthened in networked environments, thus sustaining collaboration in fansubbing. 
Chapter 9 provides a conclusion in which the research question as introduced in Chapter 1 is revisited, 
discussing the contributions of the present study as well as the recognition of its limitations and 
implications for future studies in this area. 
The appendices include ethical approvals from Dublin City University (Appendices A and B), the lists of 
survey and interview questions (Appendices C and F), and the implied consent form given to the 
interviewees (Appendix E).  All of the survey and interview results are also provided in Thai, the original 
language used, when conducting the surveys and interviews (Appendices G, H and I).  Some content in 
the survey and interview data is concealed in order to protect the anonymity and privacy of the 
participants in accordance with the ethical procedures.  In this thesis, the quotations in English from the 
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Chapter 2 Research Contexts: Media Landscape and Fans in Thailand 
 
This chapter provides the background to fansubbing in Thai socio-cultural contexts.  As Thai fansubbing 
is engendered and practised in digital environments, it is essential for the current study to take into 
account recent changes in Thai media consumption with the population’s heavy reliance on the Internet.  
An overview of professional audiovisual translation (AVT) in Thailand is then provided to show its 
influence on the development and growth of Thai fansubbing practices.  Fan online activities are 
identified, with an emphasis on Korean fandom, which has gained considerable popularity in recent 
years in Thailand.  Legal frameworks in Thailand related to online activities are introduced to provide a 
background to copyright issues. The chapter also refers to the legacy of piracy in Thailand, which has 
most likely affected the attitudes of Thai people towards legal issues concerning fan activities online.  
The last section of the chapter focuses on ethical beliefs in the context of Thai society with the influence 
of Buddhism in shaping the attitudes of Thai people when they participate in online activities.  The 
chapter ends with a discussion of non-profit initiatives aimed at encouraging fair use and freedom on 
the Internet in Thailand. 
 
 
2.1 Media Consumption in Digital Environments 
 
2.1.1 Rise of digital platforms in media consumption in Thailand 
 
This section provides a background to the growing importance of digital environments for Thai people in 
media consumption in recent times.  The Digital In 2016 report, which was compiled by We Are Social, 
the global social media agency, claimed that among 68.05 million Thai people, 38 million (56%) were 
active Internet users (Kemp 2016).  Among the 30 key countries around the world covered in the report, 
Thailand was ranked in the top 5 countries in which people spent most time on the Internet, particularly 
on mobile devices, compared to other countries, such as the US, China and Japan (ibid., p.25).  These 
statistics from a global perspective suggest the enormous significance of the Internet and its likely 
impact in Thailand.  From a local perspective, Thailand Internet User Profile 2015, a survey of Thai online 
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users’ behaviour, which collected 10,000 responses, reported that the top five online activities for Thai 
users included searching for information (62.2%); receiving and sending emails (53.7%); social 
networking (45.3%); reading e-books (40.7%); and media viewing (38.9%) (Electronic Transactions 
Development Agency 2015, p.41).  These survey results indicate that television is no longer the only 
option for accessing audiovisual texts as many Thai people rely on digital environments for media 
consumption and communication. 
In terms of social networking, the most popular social media sites and applications among the surveyed 
respondents were Facebook (92.1%), Line, a free online communication application, (85.1%), and 
Google+ (67%) (Electronic Transactions Development Agency 2015, p.45).  These results correlate with 
the infographic data collected by the Digital Advertising Association (Thailand).  The data showed that, in 
the second quarter of 2014, Facebook took the lead in the number of users (30 million subscribers) in 
Thailand, followed by YouTube (26.5 million users), whereas there were only 4.5 million subscribers to 
Twitter, of which 61% were inactive users (Digital Advertising Association 2014).  Comparing Thailand’s  
use of social networking sites to other countries, it ranked among the top ten for the number of visitors 
to Facebook (9th), YouTube (6th ), and Google+ (7th), ranking it higher than the US, UK and China in 2015 
for the same social networking sites (Chaffey 2016).  These reports show the significant importance of 
these social networking sites among Thai Internet users. 
As for the use of technological devices to access the Internet, the survey by Thailand Internet User 
Profile 2015 identified that more than 80% of the users mostly rely on smartphones when they are 
browsing the Internet, followed by desktop computers (54.7%) and laptops (45.2%) (Electronic 
Transactions Development Agency 2015, p.32).  This implies that people in Thailand rely heavily on 
mobile devices.  The report revealed that users in the 16-35 age group spent the longest amount of time 
on the Internet at around 50 hours per week (ibid., p.29).  The findings also highlighted that the higher 
the level of educational qualifications and income the users had, the longer they spent online (ibid., 
p.30). 
Thai people spend a considerable amount of time engaged in online activities, including social 
networking and media consumption.  Such a growing reliance on the Internet can be seen as a major 
change in their behaviour when consuming media.  In addition to the development of digital television 
which has led to the increase in television channels in terms of number and viewership (Dhipayos 2016), 
the online platforms have become another option for Thai audiences to consume media.  Many digital 
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TV stations, such as Channel 31, Workpoint2, GMMTV3, are providing reruns of some of their 
programmes on video-sharing websites like YouTube,.  Furthermore, some media service providers have 
acknowledged this change in media consumption by offering their Thai media viewers a video-on-
demand streaming service to include a variety of foreign programmes and movies. Examples of such 
streaming service operators in Thailand include iLike4, HOOQ5, iFlix6 and Netflix.7  These examples show 
that in a changing landscape of media technologisation, Thailand is following a similar worldwide trend, 
where online platforms are beginning to transform viewers’ media consumption behaviour and this 
change in behaviour illustrates the growing impact of technologies on people’s everyday lives.  
  
2.1.2 Audiovisual translation background in Thailand 
 
In Thailand various approaches are adopted in audiovisual translation practices for foreign movies and 
programmes.  In cinemas, subtitles are generally provided for Western movies.  However, in some cases, 
blockbuster movies and animated films are prepared in both dubbed and subtitled modes when the film 
distributors expect that such movies may earn high revenue from a wide group of audiences 
(Somachriyakul 2012, p.30).  The dubbed version in the cinema is provided in order to serve the target 
viewers who might not be fully literate and/or prefer the dubbed movies in Thai by expert dubbers or by 
famous Thai actors/actresses who are the viewers’ favourite ones (ibid.).  This is also applicable to 
movies from other Asian countries, where both dubbed and subtitled versions are made available.  On 
the other hand, in the case of foreign programmes broadcast on television, especially on free-to-air 
channels, a dubbed version is the most common.  Currently, a wider selection of translation modes is 
available compared to the analogue era of television due to the development of digital television in 
Thailand.  This is illustrated by the broadcast of some free-to-air digital channels, such as Now268 and 













8 Now26 is a digital television broadcaster operated by Bangkok Business Broadcasting Co., Ltd. 
(http://www.now26.tv/) 
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ThaiPBS,9 where the options of a Thai dubbed version or original soundtrack with Thai subtitles are 
offered. 
In Thailand, becoming a professional audiovisual translator usually depends on practical translation 
experience rather than on translation training or translation qualifications as specific formal AVT training 
is rarely available in Thailand.  AVT courses may typically be offered as part of a Master’s degree in 
translation at universities rather than for the purpose of professional training.  The recruitment of 
professional audiovisual translators, particularly in film translation, is usually limited to those who have 
subtitling experience and personal connections with experienced translators or media companies 
(Phetwirojchai 2015).   
Compared to most western countries where subtitling guidelines, such as the ‘Code of Good Subtitling’ 
(Ivarsson and Carroll 1998), are widely followed, no formal AVT guidelines are available in the public 
domain in Thailand.  Instead, the AVT guidelines are generally provided to professional subtitlers by 
individual media companies.  Due to a lack of literature on professional AVT guidelines, the discussion 
below centres on general guidelines for subtitling in the current Thai situation, which were provided by 
Yutthana Ngarmlert, a professional subtitler, who was interviewed by the researcher via email 
(Ngarmlert 2015, personal communication, 4 October).  Some information in the guidelines is also based 




Unlike most western languages, the Thai language does not usually use punctuation in written texts.  In 
Thai, words are not separated using blank spaces, but blank spaces are normally used to indicate pauses 
in sentences. This practice is also reflected in subtitling.  For both cinema and TV, subtitles are usually 
written using a white font.  Each media company determines its own guidelines for subtitling, such as 
the number of characters and the use of punctuation (e.g. question mark (?) and exclamation mark (!)) 
in the case of subtitling for DVDs.  The number of characters in one subtitle is typically around 28 – 32 
Thai characters based on the average reading speed.  While some Thai cable television channels do not 
allow subtitlers to add punctuation to the subtitles, the DVD distributor in Thailand does not enforce any 
                                                          
9 Thai Public Broadcasting Service (Thai PBS) is Thailand’s first public broadcasting service. 
(http://www.thaipbs.or.th/) 
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rules regarding this.  In the case of swear words, the cable television channel normally mutes them, so 
their translations are not required.  On the other hand, the translation of swear words in the cinema is 
determined by movie distributors and the movie ratings, but there are no strict policies applied in 
writing the swear words in the subtitles.  In the case of the translation of additional texts on screen (i.e. 
annotation), such as signposts or messages on mobile phones, the subtitlers can make the decision 
whether or not to provide the translation.   
In terms of maintaining the translation quality, there are editors to check and edit the subtitles before 
broadcasting them on cable television.  By comparison, the editing of subtitles for movies in cinema 
depends on the policy of each distribution company.  Some companies provide a proofreader to check 
the spelling of the subtitles and the translation, whereas others let the subtitlers take the responsibility.  
 
Use of subtitling platforms 
At present subtitlers are usually only responsible for the translation part by making subtitles for DVDs or 
cable television programmes in Microsoft Word.  In turn the technical parts are the responsibilities of 
the employees who are put in charge of adding subtitles to the subtitling software.  This seems to be 
different from the past where subtitlers had more responsibilities in spotting and translating using 
subtitling software, such as Scrift, Cavena and Dlight.  In the case of translations for movies, subtitles are 
often translated in Microsoft Excel.  This suggests that professional subtitlers do not require elaborate 
technical skills to create subtitles.   
 
Subtitle preparation time-scale 
The time-scale for subtitling depends on the agreement between the subtitlers and the media 
companies, and the discrepancy between the date of receiving the raw files of the movie and the 
showing time of the movie.  The duration can be between two days and up to a few weeks. 
The current situation within professional subtitling as discussed above indicates that distribution 
companies play a significant role in determining the various translation requirements, while subtitlers 
have relative freedom when translating.  Moreover, the roles of professional subtitlers mainly focus on 
the translation and the subtitlers have little involvement in the technical part of subtitling.  Such a work 
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division is similar to fansubbing practices in general which are based on different roles of agents 
although many fansubbers seem to have both technical and linguistic skills in fansubbing.     
 
2.2 Fans and Fandom 
 
The change of media consumption in Thailand, as discussed in the previous section, means that Thai 
media viewers are now more readily able to access their favourite content in their preferred manner.  
Currently, Korean cultural products have captured much attention among Thai audiences, leading to 
Korean fandom or K-wave in the country.  This section provides an overview of such a phenomenon in 
Thailand, which has inspired fans to engage in online activities to make Korean programmes available to 
Thai audiences. 
 
2.2.1 Korean fandom or K-wave in Thailand 
 
Korean wave or the popularity of Korean culture has spread across Asia thanks to media liberalisation in 
the 1990s (Shim 2006, p.28).  Due to democratisation in the country, the Korean government supports 
the export and promotion of Korean cultural products to other countries, helping to improve the 
country’s national image (Lee, S.J 2011).  The financial crisis in the 1990s is another factor for other 
countries in Asia to broadcast the Korean dramas in their nations due to the generally low costs of the 
programmes.  The K-wave has also broadened beyond Asia to international audiences.   
The global circulation of Korean dramas (K-dramas) and Korean pop music (K-pop) has led to the 
popularity of Korean cultural products among Asian countries, including China, Japan, Singapore and 
Thailand (Jin and Yoon 2014).  In Thailand Korean culture started to captivate audiences’ imagination 
over the last few decades (Siriyuvasak and Shin 2007).  It is believed that the interest in Korean cultural 
products surged after the broadcast of the K-drama, A Jewel in the Palace, in 2005, leading to the 
consistent popularity of Korean fandom in the country (Byun 2014).  Such popularity probably stems 
from similar cultural backgrounds shared between Thailand and Korea, to which Thai people can easily 
relate when watching the programmes (Premsrirat 2010).  Since then, there has been a significant 
increase in the broadcasting of Korean television programmes on Thai digital television channels, which 
is also demonstrated by promotional visits by some of the Korean stars to Thailand.  
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Although a growing number of Korean TV programmes have been officially broadcast on many digital 
television channels in Thailand, this official broadcasting has still not been able to meet the viewing 
demand of Thai audiences, especially for fans, due to the unavailability and/or delay of the official 
translation.  This can be seen, for example, from a growing number of Thai fansubs on the Internet.  Not 
only do Thai fans watch their favourite Korean programmes on the Internet, but they also share updated 
information and have discussions on online forums and social networking sites. This topic is discussed in 
more detail in Section 2.2.2.  These behaviours show that digital technologies have played a significant 
role to date in online activities relating to the K-wave in Thailand. 
 
Popularity of Running Man programme as a representative example 
The Running Man variety show is one of the Korean programmes which has gained a huge following 
among Thai fans.  This entertainment programme is broadcast on television in the ‘variety show’ genre.  
The genre typically involves the masters of ceremonies as the hosts of the programme and it 
incorporates a variety of content, such as a talk show section and games.  The pilot of the Running Man 
programme was aired on 11 July 2010 for the first time on SBS Channel10 in South Korea.  In each 
episode the main cast and guests play a variety of games individually or in a team as part of a mission 
set in different locations, in order to complete or win the competition.  To date, over 300 episodes have 
been broadcast in Korea.11 
In Thailand, Thai fansubs of the first episode were distributed online about a month following the first 
broadcast of the original version in Korea in 2010.  Thai fansubs of the show have been created mainly 
by relying on the English language subtitles, which are distributed by fansubbing communities through 
online streaming platforms.  In the meantime, the officially dubbed version in Thai has been aired on 
Thai cable television, TrueVisions, since 9 October, 2011.  However, the time discrepancy between the 
Thai fansubbed versions and the official dubbed version has amounted to approximately 50 episodes to 
date.  Furthermore, as stated in an interview with the personnel of this cable television company (2015, 
personal communication, 7 January),12 some episodes of the programme cannot be officially dubbed 
and broadcast in Thailand due to a licence agreement with the Korean company.  Reruns of Running 
Man have been broadcast on the free-to-air digital TV channel, TRUE4U, which is operated by 
                                                          
10
 Korean broadcasting company [http://www.sbs.co.kr/] 
11
 https://www.viki.com/tv/21511c-running-man (Last accessed 11 January 2017) 
12
 Due to a privacy issue, the name of the interviewee is anonymised as requested. 
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TrueVisions, since 2014.13  However, the reruns have only been broadcast up to Season 3, and 
subsequent seasons have not been broadcast due to the licence issue, which has led to numerous 
complaints among Thais.14 
The popularity of this variety show can be demonstrated, for example, by the presence of 420,000 
followers on unofficial Running Man Thai fan pages on Facebook as of 26 July, 2017,15 which amounts to 
0.61%, from the total population of around 69 million people in the country.  These figures can be 
compared to other South East Asian countries: in Vietnam there are around 370,000 followers16 or 
0.40% from a population of 93 million people, and in Malaysia, 93,000 followers17 or 0.30% from a 
population of 31 million people.  Simply comparing the number of fans of Running Man further 
emphasises the programme’s huge popularity in Thailand.  On the basis of such a high visibility of this 
particular programme, involving a significant number of fans and Thai fansubbing communities, the 
fansubbing practice of this variety show was chosen as a representative example for the present 
research. 
 
2.2.2 Fan activities in digital environments 
 
Thai people’s growing reliance on the Internet can also be seen from their participation in online 
activities, such as social networking and media consumption, as discussed in Section 2.1.1.  Their 
participation in online activities includes various fan activities.  The following examples conducted in 
online environments are of particular relevance to the present research. 
 
Fan translations 
Popular fan translations in Thailand include scanlation, aside from fansubbing.  There are many websites 
of Thai scanlation circulated on the Internet although this practice is considered in breach of the 
copyright law.  Its scale can be seen from the search results for scanlation in Thai, showing around 6 
                                                          
13 http://www3.truecorp.co.th/investor/entry/1064 (Last accessed 4 August 2016) 
14 https://goo.gl/F8nr5b (Last accessed 18 February 2015) 
15 https://www.facebook.com/runningmanthailand?ref=ts&fref=ts (Last accessed 26 July 2017) 
16 https://www.facebook.com/FcRunningManVietNam/?fref=ts (Last accessed 26 July 2017) 
17 https://www.facebook.com/RunningManMYlovers/?fref=ts (Last accessed 26 July 2017) 
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million results (26 July 2017),18 compared to scanlation in English, which show around 9 million results 
(26 July 2017).19  Comparing these results to the number of manga readers in Thailand and those who 
understand English in a global context, these results in a Thai context can highlight a large number of 
Thai manga readers online.   
In terms of fansubbing in Thailand, many Thai fans seek out fansubs of their favourite programmes from 
fansubbing sites despite a growing number of foreign programmes, i.e. Korean programmes, broadcast 
on digital television (see Section 2.2.1).  There are also many fansubbing groups distributing Thai fansubs 
of foreign TV programmes originating in many countries such as the US, China, Japan and Korea.  The 
genres of these programmes include movies, drama series, and variety shows.  Thai fansubs are 
distributed on online platforms, such as websites, weblog, or social media sites.  The popularity of Thai 
fansubs can be seen from the search results of Thai fansubs on online search engines.  In the case of 
Thai fansubs of Korean programmes, in particular, there are approximately 4 million results online as of 
26 July 2017.20  Such a result is not much different from around 6 million results of those in English 
fansubs.21  Comparing these results to the size of the audiences in Thailand and those who understand 
English in a global context, a difference of one million between these two results indicates the huge 
popularity of Thai fansubs in Thailand. 
Realising the change in media consumption, the media industry, in turn, views fansubbing on online 
platforms as an opportunity for the expansion of their business.  They have sought co-operation with 
fansubbing communities for producing and circulating subtitles for media viewers online.  These 
developers have created a platform where fansubs can be distributed legally, leading to a new form of 
interaction as demonstrated in the cases of Crunchyroll, DramaFever, and Viki as briefly explained 
below. 
Crunchyroll22 
Crunchyroll, established in 2006, is a platform which developed from the distribution of fansubbed 
anime streaming videos.  It offers only legal and official subtitled dramas and anime programmes after 
negotiating an agreement with copyright holders (Kishimoto 2008).  The site, operating as a company, 
officially recruits subtitlers who have subtitling experience and pays them to translate licensed 
                                                          
18 https://goo.gl/ggiRvR (Last accessed 26 July 2017) 
19
 https://www.google.ie/#q=read+manga+online (Last accessed 26 July 2017) 
20 https://goo.gl/DxPKHQ (Last accessed 26 July 2017) 
21
 https://www.google.ie/#q=korean+series,+english+sub (Last accessed 26 July 2017) 
22 
http://www.crunchyroll.com/ (Last accessed 4 August 2016) 
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programmes rather than relying on fans to voluntarily produce subtitles.  This site freely distributes 
many subtitled anime programmes.  Nevertheless, to gain some extra benefits, such as fast access to the 
translated programmes after the official broadcast or high quality videos, fans need to pay a 
membership fee (Crunchyroll 2014).   
DramaFever23 
As discussed in Section 2.2.1, K-Wave or Korean fandom has become widespread around the world.  
Inspired by fan collaboration to make fansubs of Korean television programmes, DramaFever was 
established by Korean co-founders in 2009, and later became a subsidiary of Warner Bros in 2016 
(DramaFever 2016).  With the aim of providing legal contents to online viewers, the co-founders 
contacted some of the fansubbing groups to officially make subtitles for this online site (Roettgers 
2012).  The New York-based company now offers the distribution of Korean TV dramas and shows as 
well as those from Taiwan and China (DramaFever 2016).  The popularity of the sites, implying the rise in 
demand to view K-dramas, has been proven from an exponential increase of its viewership (440 per 
cent) or 3.4 million viewers in 2014 (Heine 2014).  Such an increase in the viewership of K-dramas 
underlines Korean fandom on an international level.  
Viki24 
Viki, founded in 2007, is a platform where fans can voluntarily make subtitles of their favourite 
programmes in more than 160 languages, such as Chinese, English, and Thai (Viki 2014).  The licensed 
programmes can be translated with the approval of copyright holders under a Creative Commons 
licence.  The licence supports users to “copy, distribute, and make some uses of (creators’) work” to the 
public for non-profit purposes (Creative Commons 2014).  The Viki platform can be considered an 
attempt to pave the way for the public to appreciate the texts and support the fansub circulation.  Viki’s 
online platforms for the production and distribution of translated programmes also show the 
community-based or crowdsourcing translation environment, where fans can voice their opinions in 
public (Dwyer 2012). 
These efforts which have been made by fans to access fansubs of their favourite programmes show that 
fansubbing practices serve to play a crucial role in displaying the power of grassroots audiences, which 
the commercial sector clearly cannot overlook.  Web 2.0 provides an opportunity for these audiences to 
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 https://www.dramafever.com/ (Last accessed 4 August 2016) 
24
https://www.viki.com/ (Last accessed 4 August 2016) 
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take an active role in determining what they wish to view and how they want it to be presented.  This 
could demonstrate the shift in the fansubbing community from providing fansubs of unauthorised 
materials to sharing only legal products.  Such developments lead to ‘convergence’, a co-operation 
between top-down media business and bottom-up participatory culture (Jenkins 2006). 
 
Fan comments or reviews 
Although fan translations have gained much popularity in Thailand, considering the number of results of 
fan translations online as mentioned in the previous section, only a small number of fans have become 
translators.  The time and effort required to produce fan translations can explain why only a very small 
proportion of fans become fan translators.  As Jenkins, Ford and Green (2013, p.156) observe: 
Most often, within the industry, this insight is represented via a pyramid 
of participation, which shows how the population of users narrows as 
you reach activities that demand more time, money, resources, skills, 
and passion. 
 
The observation above is in agreement with the views of other scholars (e.g. Beamish 2010, Nonnecke 
and Preece 2000), who state that the majority of online users are considered ‘lurkers’, who generally 
prefer to stay invisible and more passive in their roles in an online community. 
Still, as scholars in media studies acknowledge, these ‘lurkers’ (Jenkins, Ford and Green 2013) or 
‘leechers’ (Ito 2012) (i.e. non-translating fans in the current study) also make contributions to the fan 
communities.  For example, non-translating fans as devoted fans often display a sophisticated 
understanding of a topic involving their favourite fan translated materials, such as the names and 
characteristics of fan translation groups and the particular fan sites (Ito 2012, p.197).  They contribute to 
the fan communities by “expanding the audience and potentially motivating their work” (Jenkins, Ford 
and Green 2013, p.157).  Their recognition and appreciation of fan translations, expressed in comments 
online, can demonstrate their support for fan translators (Ito 2012).  The positive feedback on the fan 
translators’ effort given by many non-translating fans, for example, can act as rewards and incentives in 
the manner of a gift economy (Pearson 2010), where non-monetary rewards are given to fan creators as 
an alternative to show appreciation for their efforts. 
In the case of fansubbing, after watching the fansubs of their favourite programmes, many Thai fans 
share their comments and viewpoints on social networking sites or on the websites where they often 
 26 
access the fansubs, for example on Facebook or YouTube.  One of the popular online discussion boards 
in Thailand is Pantip.com,25 which means ‘thousand tips’ in Thai, where Thai fans of K-wave can also 
share views and start discussions in relation to Korean fandom.  Their posts in the forum include the live 
report of their favourite Korean TV programmes, where fans summarise the scenes of the programmes 
at the same time as their original broadcast in Korea, and the discussions after watching Thai fansubs of 
their favourite programmes.  This shows fan engagement in their favourite content and active 
participation of fans in media consumption, which is not only watching fansubs, but also sharing ideas 
and viewpoints related to their favourite audiovisual content on the digital platforms.  Fan comments on 
translated works also demonstrate the interactions of non-translating fans with fan translators in online 
communities, often in the form of encouragement for the translators.  The interactions between 
fansubbers and non-translating fans also show hierarchy and status within the communities, depending 
on the participants’ social and cultural experience, knowledge, and commitment (Schulze 2013). 
These fan activities as discussed in this section demonstrate a new form of participatory culture (Jenkins 
2002).  That is, the media texts are collectively reproduced by a group of fans who are considered 
grassroots audiences, and the online environments have facilitated such a culture by giving fans the 
opportunity to exploit technological resources (Jenkins, Ford and Green 2013; Mittel 2013).  These 
activities also represent ‘fandom’ where cultural practices are collaboratively performed by the most 
passionately engaged media consumers, i.e. fans (Jenkins 2010).  Fandom found in fan activities 
emphasises the emotionally-driven motivation of fans in collaboratively producing works or ideas, such 
as fansubs, and developing the ‘collective intelligence’ discussed by Jenkins (2002) who adopts the 
concept from Pierre Lévy (1997).  This refers to the exchange of diverse knowledge and shared 
expressions of emotions among fans in online communities. 
 
2.3 Legal Framework for Online Activities 
 
This section covers the relevant legal issues relating to fan activities and their impact on Thai contexts.  
An explanation of laws and responsible government organisations is provided before moving on to 
piracy issues in order to show general attitudes in Thailand towards copyright issues.  A discussion on 
ethics in relation to online activities in Thailand is provided at the end of this section. 





2.3.1 Legal framework in relation to online activities in Thailand 
 
Laws and responsible government organisations 
Thailand has enacted a domestic law and become a member of international treaties in relation to 
copyright issues.  On a domestic level, the Copyright Act B.E.2537 (1994) has been enforced in the 
country since 1994, and a revised version of the Copyright Act (No.2) B.E.2558 (2015) was issued in 
August 2015.  The amendment of the law has added articles in relation to copyright protection in the 
digital era and increased the sanction for copyright violation.  This shows the government’s attempt to 
tighten any activities involving copyright violation, particularly those which are conducted on online 
platforms. 
Not only does Thailand have a domestic law to cope with copyright infringement, internationally, the 
country has also been a ratified member of the Berne Convention on Literary and Artistic Work since 
June 1931 (WIPO 2016a).  The Berne Convention mainly forces the signatory countries to recognise the 
copyright of the authors.   Under this treaty, the authors’ rights in the reproduction and translation of 
audiovisual texts are protected.  In addition, Thailand has been a member of the Agreement on Trade-
Related Aspects of Intellectual Property Rights (TRIPS) since 1995 (WIPO 2016b).  The aim of the 
Agreement is to address the issues of international piracy and infringements, with regard to Intellectual 
Property Rights (World Health Organisation 2016).  Becoming a ratified member of the Berne 
Convention and TRIPS demonstrates that Thailand is concerned about and engaged with issues involving 
copyright infringement.   
At the state administration level, responsible authorities and organisations have been established in 
order to protect the creator’s rights in Thailand.  In terms of the domestic level, the Department of 
Intellectual Property (DIP) is a responsible authority which has been established to cope with issues 
regarding copyright and intellectual property.  The Technology Crime Suppression Division, in turn, is a 





Piracy and online activities 
Despite the laws and legal authorities at domestic and international levels, which are supported by the 
responsible state organisations, Thailand seems to have a challenging situation in terms of piracy, 
particularly that involving online activities.  For example, a significant number of counterfeit products 
were seized by DIP, which reached around 780,000 and 970,000 items in 2014 and 2015, respectively 
(Department of Intellectual Property 2014, 2015).  One reason for this might be because domestic and 
international copyright laws have so far not been widely promoted among the public in Thailand 
(Bhattarakosol 2007).  Thailand has a historic trajectory in piracy related to online activities.  Piracy cases 
in Thailand involve computer software, games, and Japanese manga, which are summarised briefly 
below: 
Computer software 
The number of Thai people using pirated computer software is relatively high.  The Global Software 
Survey conducted by BSA, an advocate for the global software industry, reported that the percentage of 
unlicensed software installation has ranged between 69% and 75% of the total number of installations 
during 2009 – 2015 (BSA 2016).   
Games 
Before online games were introduced in Thailand in 2002, piracy of offline console games took the form 
of making an unlawful copy for sale (Rodphothong 2011).  Since the introduction of online games, 
methods in game piracy have ranged from game distribution in Internet cafes without permission from 
the copyright holders, to setting up a pirated main server for gaming services, to pirated servers via co-
location, and game modification (ibid.).  The piracy of online games has also meant considerable 
financial damage to online game service providers.  In 2013, a game service provider claimed that 
pirated online games had caused a loss to the industry of around 100 million baht (around 2.5 million 
euro) (Thairath 2013).   
Manga 
The sale of translated manga in Thailand during the 1980s was all unlicensed.  In the past, many 
translated versions of the same manga has been published illegally (Kartoon-Discovery.com 2007).  This 
began to change in 1992 when Advanced Communications Company announced that the company had 
received the licence for manga distribution in Thailand (Manager 360° Magazine 1994).  Since then, 
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there have been more licensed manga published in Thailand, but many pirated Japanese mangas have 
still been published as an option for some Thai readers.  The pirated books are sold for cheaper prices 
and many more manga titles are available as pirated versions than as official translations (Kartoon-
Discovery.com 2007).  In the digital era, the online distribution of unauthorised Japanese manga has also 
caused a decline in sales in the Thai manga industry (The Publishers and Booksellers Association of 
Thailand 2015).  Pirated manga in Thailand has been acknowledged by Japanese publishers, with a total 
estimated loss of economic value of the market at around 15-19 billion yen (132-168 million euro) 
(Chapman 2015).  This development has led to the establishment of Japan Manga Alliance (JMA), a joint 
venture of Japanese publishers, who decided to set up its first subsidiary in Bangkok in 2016 to protect 
the copyright of published manga (Anime News Network 2015).  
These examples demonstrate that piracy has been controlled loosely at best and it is rampant at worst 
in the country.  According to the Special 301 Report in 2015, by The Office of the United States Trade 
Representative, Thailand is still on the Priority Watch List since the country is seen to be unable to 
effectively enforce laws in relation to intellectual property rights (Froman 2015).  The report states that 
the recent amendment of copyright law lacks clarity in its enforcement.  Moreover, it shows concerns 
over widespread copyright infringement and piracy in Thailand:  
Other concerns include a backlog in pending patent applications, 
widespread use of unlicensed software in both the public and private 
sectors, growing Internet-based copyright piracy. Rampant trademark 
counterfeiting, lengthy civil IPR proceedings and low civil damages, and 
extensive cable and satellite signal theft (Froman 2015, p.45) 
 
This suggests that the government sector in Thailand has been seen as relatively relaxed in monitoring 
issues related to copyright infringement.  An attempt to tighten the legal framework has been made to 
catch up with the impact of online environments, e.g. the revision of the Copyright Act, but this attempt 
does not seem to impact much on Thai people’s everyday online activities.  That is probably because the 
state policy focuses more on maintaining public security.  Therefore, attempts have been made to 
control online activities which are relevant to the political agenda and lèse majesté cases rather than 
fans’ online activities (Matichon 2016; Saiyasombut 2015).  By comparison, in other Asian countries such 
as China the state’s policy in terms of censorship and copyright has included the specific control of 
online fan activities, including fansubbing (Zhang and Mao 2013). 
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The legal situation in Thailand is confirmed by what is stated in private communication with Maitree 
Suthephakul, a judge from the Supreme Court of Intellectual Property and International Trade in 
Thailand.  He reported that so far no legal actions have been publicly taken against fan activities online.  
However, he confirmed that the use of copyright materials without permission from the copyright 
holders in any activities, including fansubbing, is considered illegal (Suthephakul 2015, personal 
communication, 16 January).  Such a situation is also demonstrated in the statement of the General 
Manager of Thai Entertainment Content Trade Association (TECA), paraphrased below:  
Many Thais believe that copyright issues, such as piracy, concern only a 
particular group of people, i.e. copyright holders.  These consumers 
think that attempts by the government to stop piracy are waste of time 
and effort.  They also believe that distribution of these pirated copies 
provides opportunities to low-income people to access intellectual 
properties at affordable prices, and in turn helps them enhance their 
creativity.  Thus, piracy, for these consumers, seems to provide them 
with benefits rather than drawbacks. (Chiyasak 2010, p.4) 
 
These legal circumstances can provide a glimpse into how the legal environment in Thailand has likely 
shaped Thai people’s generally relaxed attitudes towards copyright issues, particularly those involving 
online media consumption.  Such attitudes of Thai people may be the reason why many fan activities, 
such as scanlation and fansubbing, are visible online, despite conflicts with copyright violation.  These 
grassroots circumstances show that such relaxed legal attitudes, for better or worse, contribute to the 
development of Thai fan translation. 
 
2.3.2 Ethics in relation to online activities in Thailand 
 
Ethical beliefs in relation to online activities 
The previous section highlighted the influence of the broader socio-cultural historical contexts on the 
attitudes of Thai people to legal issues when conducting certain online activities.  Not only can legal 
implications affect Internet users in participating in online activities, but their ethical beliefs may also 
have an impact on their attitudes and behaviours when conducting online activities (Hongladarom 
1999).  In terms of ethics, Hongladarom and Britz (2009) claim that although individuals from different 
socio-cultural settings share the same ethical attitudes, they can have a different approach or reason in 
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coming up with such beliefs.  Such attitudes are based on an ethical pluralism point of view (Ess 2014), 
which values the distinction of each socio-cultural setting (see Section 3.2.2).   
In Thailand, the traditional ethical value of people is the belief in a hierarchy in society, where people 
with a higher social status have the duty to take care of the less fortunate, while, in turn, less fortunate 
people have the duty to comply with the system determined by those of a higher status (Hongladarom 
and Britz 2009, p.2).  This value can possibly explain one of the reasons why the policy of the Thai 
government is to prioritise public security.  Hence, it is the state’s responsibility to protect the safety of 
individuals who are of a lower social status, making individual issues of privacy and copyright less 
important.   
In addition to this traditional value, Buddhism impacts strongly on ethics in Thailand.  Although religious 
choice is customary and people can freely hold any religious belief in Thailand, the majority of Thai 
people are Buddhist (Rananand 2007).  Buddhism has influenced Thai culture for centuries, and it 
emphasises the interrelationships and interconnection of people in society (Hongladarom 2014).  This 
religion also values the concepts of caring, sharing, and trust for the benefit of the community 
(Bhattarakosol 2007, p.140).  These Buddhist concepts seem to echo the statement of the General 
Manger of TECA in relation to piracy in Section 2.3.1, where piracy might be viewed by some Thais as a 
helping hand to gain access to copyright content for lower income people.  If applied to fan translation 
activities where fans appropriate the unauthorised copyright content, it can be seen as an ethical act 
mainly directed to produce translation for the benefit of other fans in online communities.  However, 
any facile application and interpretation of ethical pluralism is at risk of justifying bootlegging operations 
and further careful considerations are necessary to understand fan communities and their ethical 
stance.  The pluralistic view of ethical issues and the ethical considerations in fansubbing practices are 
addressed in some detail in Sections 3.2.2 and 8.1.2. 
 
Creative Commons and other initiatives in support of online activities 
In addition to having legal authorities at the State level to manage copyright issues, non-profit initiatives 
have been established in Thailand, due to the rise of digital technologies, to support the freedom of 
individuals on the Internet.  An example of such an initiative is Creative Commons Thailand, which 
encourages the fair use of copyrighted works on the Internet.  Showing support for the fair use 
championed by Lawrence Lessig (2008), who set up the Creative Commons in 2001, the Creative 
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Commons agreement was launched in Thailand in 2009 by the cooperation between the Dharmniti Law 
Office, a private law office, and Creative Commons International (Dharmniti 2009).  The agreement aims 
to encourage copyright holders to share their works with the public and give others an opportunity to 
adapt or transform the works while still holding the copyright licence.  Still, such works are mainly 
related to photos, articles and music rather than commercial programmes which are associated with 
fansubbing. 
Furthermore, Thai Netizen Network26 is another movement which supports the rights of Thai Internet 
users.  The organisation was established by the Foundation for Internet and Civic Culture in May 2014 
(Thai Netizen Network 2016).  Its policies include (1) the right to gain access to online information, (2) 
the right to freedom of expressions, (3) the right to privacy, (4) the right to participate in policy making 
in relation to online activities, and (5) the right to commons rights (ibid. 2016).   
Both Creative Commons Thailand and Thai Netizen Network show that, while the country enacts laws 
and sets up the legal authorities to protect public security, there are Thai non-profit movements which 
attempt to protect the privacy and the rights of Thai Internet users based on the belief that they have 
freedom of expression as well as the right to legally use copyright works online.  This shows the impact 
of online environments in the everyday lives of Thai people, which in turn is affecting the legal structure 
in the country, whether in the form of law amendments or by the establishment of non-profit 
movements.  The legal issues or the state’s policies in relation to online activities need to be negotiated 
with the consideration of the public interest which is emphasised in the ethical beliefs of Internet users 
in Thai contexts.  The ethical considerations with regard to conducting online activities can be 
highlighted by the public statement made by the Thai Netizen Network (2015) as follows: 
Internet is a space in which all learn to live together. Amongst the state, 
service providers and netizens, it is important that an effort be 
collectively made to protect their space for public interest and based on 
the upholding civil rights and the protection of human rights. [sic] 
 
2.4 Concluding Remarks 
 
In recent years media consumption in Thailand has changed, reflecting an increasing reliance on digital 
environments.  Digital platforms have become a major alternative for Thai media viewers to access their 
                                                          
26
 https://thainetizen.org/ (Last accessed 4 August 2016) 
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favourite foreign programmes.  Still, these changes made by the media industry have not fully satisfied 
those who would like to watch the most up-to-date episodes of foreign programmes.  When 
broadcasting foreign television programmes, often the Thai dubbed version is the only translation 
provided, especially for Asian television programmes.  The opportunity to become a professional 
audiovisual translator is rather limited in Thailand.  Recruitment mostly depends on the experience and 
the reputation of the translator among media companies since there are no specific courses or training 
in audiovisual translation provided in the country.  This current situation in the audiovisual translation 
profession, along with the viewers’ desire to gain access to their favourite foreign programmes, have led 
a particular group of engaged media viewers to play an active role in online fan activities, including 
fansubbing.  In past decades, the success of promotional campaigns by Thai media companies has 
generated Korean fandom or K-wave among Thai media viewers, including Korean television 
programmes such as the Running Man variety show with a huge following of Thai fans.  Among Thai fan 
activities conducted on digital platforms, there have been a growing number of fan translations, 
especially fansubs of Korean television programmes, including Running Man.  These fansubbing 
activities raise legal and ethical issues that are closely related to the evolving digital environments.  In 
terms of legal frameworks, there are domestic and international laws established to deal with copyright 
violation.  However, such legal issues, which are related to online fan activities, are not prioritised by the 
government as they are not of primary concern to the security of the State.  This can be viewed in light 
of the historic trajectory of piracy in the country, which seems to permit relaxed attitudes to persist 
among the Thai populace towards copyright infringement.  The belief in Thailand in the well-being of the 
community in a Buddhist society (Hongladarom 2014; Bhattarakosol 2007) can help explain in some way 
the particular thinking which underlies the ethics of many Thai people.  These ethical attitudes could be 
considered to have had some impact on the way Thai fans actively participate in fansubbing activities 
online.  The dependence of Thai people on digital environments has also raised an awareness of 
freedom of expression in online platforms, leading to the establishment of private organisations, 
including Creative Commons Thailand and Thai Netizen Network.  These organisations can be seen as an 
attempt by Thai Internet users to protect their own rights when conducting activities online.  Such an 
attempt highlights ethics in digital environments in relation to fair use and freedom on the Internet as 
opposed to the legal control of the Thai government which has a particular focus on maintaining public 
security.  This may have further encouraged online fan communities to exploit such freedom in 
conducting their activities without much concern for copyright violation.   
 34 
This chapter showed the significance of fan activities, especially fansubbing, and the ethical issues 
related to these online activities with an emphasis on the Thai context which is the focus of the present 
study.  Chapter 3 reviews literature on fansubbing with a special focus on collaborative production of 
fansubs in digitally-mediated environments in various cultural contexts.  It identifies gaps in the 
literature and locates the focus of the current study.  The chapter also gives an overview of ethical issues 
which relate to online fan activities, especially fansubbing, in digital environments, and the particular 
ethical approach which is adopted in the present research.  
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Chapter 3 Collaboration in Fansubbing in Digital Environments  
 
This chapter discusses previous studies relating to the fansubbing phenomenon with a particular focus 
on the impact of technologies in fansubbing practices as demonstrated in fansubs as creative products, 
and the collaboration between fansubbers in fansub production and distribution in online platforms.  
This is to highlight the gaps in the literature which involve the way in which fans interact with 
technologies in fansubbing, and the interrelationships between fansubbers and non-translating fans in 
fansubbing practices.  Following this, relevant works on ethical issues of fansubbing practices are 
discussed in some detail to show that ethics beyond translation studies need to be taken into account in 
fansubbing practices.  As ethics of non-professional translation is currently under explored in translation 
studies and fansubbing practices are typically conducted in dynamic digital environments, the ethical 
considerations in fansubbing call for an examination of digital media ethics.  Furthermore, a more 
pluralistic perspective on ethics is considered to explain ethical values in the Thai setting.  The final 
section discusses the literature on creativity to present the fact that collaboration in fansubbing 




Although fansubbing studies have been growing in number, the literature of fansubbing in translation 
studies still remains relatively limited with the focus tending to be placed on western contexts, such as 
the US.  This section discusses the literature on fansubbing by dividing it into two categories: specific 
features of fansubs and collaboration in fansub production and distribution. 
 
3.1.1 Fansubs as creative products made by fans 
 
This section focuses on previous studies on fansubs as products created by fans with a connection 
between creativity and the visibility of fan translators in the visual and linguistic elements of subtitles. 
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Fansubs and visibility of fansubbers 
Professional subtitles applied to cinema or television programmes are usually norm-driven, conforming 
to guidelines set by the subtitling companies (Pederson 2011, p.122).  By comparison, fansubbers have 
taken an experimental approach to translation, which is discussed in the literature reviewed below. 
Nornes (2007, 1999) highlights the roles of translators when producing a translation, whether to strictly 
adhere to the subtitling norms as seen in professional subtitles, or to challenge such conventions in 
subtitling.  He supports the latter choice, encouraging translators to take an experimental approach in 
producing subtitles to allow viewers to gain new experience of linguistic and cultural distinctions present 
in the source audiovisual texts which are then transferred to the translation.  This means that translators 
can keep the foreignness in source audiovisual texts and maintain their visibility in subtitles in terms of 
visual styles and lexical choices regardless of the time and space constraints in subtitling, giving rise to 
what Nornes terms ‘abusive subtitles’.   
Díaz-Cintas and Muñoz Sánchez (2006) focus in particular on the fan translators’ intention to serve other 
fans, even though they are mostly not trained as professional translators.  This intention gives rise to 
collaboration between fansubbers who take advantage of technologies to produce visually-striking 
subtitles and to distribute them quickly.  This is to attract fan audiences, despite criticisms of the 
translation quality.  Díaz-Cintas (2010) mentions digital technologies used in the production of fansubs.  
The available technological resources facilitate fansubbers, not being bound by norms of mainstream 
subtitles, to freely opt for their preferred visual styles and lexical choices in subtitles.  This has led to 
diverse fansub characteristics, including the use of colours, variations in the position of subtitles, and the 
use of glosses as an additional explanatory mechanism in a given scene. 
Pérez-González (2007) takes a multimodal approach in exploring the links between the diverse visual 
elements of subtitles and the visibility of fansubbers.  He explains that fansubbers intervene in the 
translation of audiovisual texts by using headnotes or a gloss and various colours or fonts in subtitles in 
order to communicate with audiences in hope that the latter can gain satisfaction when watching 
fansubs.  Such an intervention of fansubbers as presented in fansubs is further discussed in Pérez-
González (2012) with a focus on the emotional connection shared among fans.  As fans, especially 
fansubbers, are empowered by communication technologies, they have acquired a space where they 
can collectively express and share in an open manner their strong attachment and interpretation of their 
favourite audiovisual texts.  The fans can demonstrate their emotional involvement in their favourite 
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content which drives fans to individually or collaboratively participate in fansub production thanks to 
digital environments. 
Schules (2012) discusses fans’ emotional involvement in relation to fansubbing from a media 
perspective.  In order to serve their own interests in producing translations and their communities’ 
viewing expectations, fans interact with their favourite audiovisual content.  Driven by such an aim, 
fansubbers take advantage of various options within digital technologies to produce subtitles that 
display how they perceive their favourite content.  This allows them to become deeply engaged in 
fansubbing.  Fansubbers’ engagement encourages them to seek novel ways of subtitling in terms of 
visual and lexical styles, e.g. fonts, colours and size, and additional glosses of subtitles.  According to 
Schules (2012), such fansub production can sometimes be described as a ludic practice.   
From an audience’s perspective, fansubs can be linked to viewers’ preferences for watching translated 
audiovisual texts as discussed in Künzli and Ehrensberger-Dow’s study (2011).  This study proposes 
fansubs as ‘innovative subtitling’ due to their unconventional styles as manifested in, for example, 
additional glosses or headnotes on screen.  The experiments were conducted to investigate the viewers’ 
visual attention when watching translated audiovisual texts by employing an eye-tracking method.  The 
results indicate that viewers can still process additional information, such as gloss or headnotes, which 
usually appears on fansubbed versions.  
The literature reviewed above addresses mainly how technological resources currently available have 
allowed viewers to become fansubbers.   Technology has enabled these viewers to invent their own 
style of subtitles in order to serve their viewing preference and attachment towards their favourite 
audiovisual material (Pérez-González 2012, 2007; Díaz-Cintas 2010; Nornes 2007, 1999; Díaz-Cintas and 
Muñoz Sánchez 2006).  These new styles of subtitling have influenced fansubbers to engage in the 
practice (Schules 2012), and seem to serve audiences’ viewing preferences in the digital era (Künzli and 
Ehrensberger-Dow 2011).  Taking into account the crucial role fansubbers play in inventing novel subtitle 
styles, the present research places particular focus on Thai fansubbers who collaboratively produce 
fansubs in online communities.  Furthermore, as how fans use technological resources in fansubbing is 
not fully discussed in the literature, the present research investigates further the interactions between 




Fansubs and creative subtitling  
Recent studies, such as Denison (2011), Secară (2011), McClarty (2013), and Pérez-González (2013), 
discuss norm-breaking characteristics of fansubbing vis-à-vis mainstream professional subtitling, treating 
the former as creative because of its unconventional styles, visible presence of fansubbers in the 
practices, and the reliance of digital technologies in fansub distribution regardless of physical locations. 
McClarty’s study (2013) proposes ‘creative subtitling’ as a novel way of subtitling which takes into 
consideration the desires of target audiences.  By considering the impact of available technological 
resources and adoption of text inserts in TV programmes, the study underpins the production of 
subtitles which pays particular attention to the roles of translators and an ‘abusive’ way of subtitling.  
Creativity in her study is expressed through new visual styles used in subtitles, similar to the 
characteristics of fansubs, which indicate an attempt to give a new viewing experience to the target 
audiences.  In parallel, McClarty presents creative subtitling as an experimental attempt at collaboration 
between subtitlers and filmmakers in terms of the process.  This study promotes the development of a 
novel way of subtitling in a practical setting in a collaborative way.  
Secară’s (2011) study considers the concept of creativity similarly to that presented by McClarty (2013) 
by taking into account the new viewing experience of the target audience.  In this study, subtitles 
containing text messaging styles of abbreviated forms, as are sometimes adopted in fansubs, are 
considered ‘creative’ due to their novel style.  The new subtitles include characters which do not 
conform to the standard form of subtitles in order to solve spatial-temporal limitations in confined 
space, e.g. the mobile phone screen.  Secară employs eye-tracking to investigate the proposed subtitling 
practices from an audience’s perspective.  Her study therefore stresses the viewers’ behaviour in terms 
of visual attention when watching audiovisual texts and whether their visual attention was fixated on 
the creative spelling of the subtitles.  The findings indicate that the novel subtitle styles do not hinder 
the viewing experiences of the target audiences and possibly even allow the audiences to allocate their 
visual attention outside the subtitled area (Secară 2011) thanks to the shorter length of the subtitles.  
These previous studies (McClarty 2013; Secară 2011) highlight that creativity is concerned with the novel 
characteristics of fansubs, which can be called ‘innovative’ (Künzli and Ehrensberger-Dow 2011), by 
taking into consideration the new experiences of the target audiences when watching translated 
programmes.   
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Pérez-González (2013) considers fansubbers as engaged media viewers of audiovisual texts in the target 
contexts, and further addresses the intervention of fan translators in making fansubs, as previously 
discussed in Pérez-González (2012, 2007), in connection to creativity.  He holds the manipulation by 
fansubbers in translated audiovisual texts as akin to an act of civil disobedience or an act against the 
norms of translation which is determined by media businesses.  The impetus for such actions is 
considered to arise from fans’ expectation to have a better viewing experience of their favourite 
audiovisual texts.  The interventionist agenda in making subtitles shows the ‘activist’ role of translators, 
where translators, taking advantage of digital technologies, challenge the mainstream business in 
coming up with their own styles of translation (Baker 2006).  Such a role undertaken by translators is 
considered as creative as they invent their own ways of making subtitles (Pérez-González 2013).   
Denison (2011) in turn discusses creativity in the fansubbing of a Japanese anime programme from the 
perspective of media reproduction and consumption which occurs in a non-standardised way.  She 
argues that available technological resources encourage the transcultural circulation of fansubs and fan 
consumption of the media text.  Fansubbing groups use technological resources to produce fansubs and 
distribute them across geo-linguistic borders in a different way from the ways adopted by the media 
industry (Denison 2011, p.230).  Fansub distribution on the Internet also provides fans with a new 
channel to access and view their favourite media texts regardless of their physical location.  Such 
methods used in fansub production and consumption elicit the creativity of fansubbers, underscoring 
the impact of online environments in this practice. 
The studies reviewed above argue that fansubbing is a creative process since it involves breaking away 
from norms to produce and distribute fansubs.  However, there is a paucity of work which pays 
attention to the link between creativity and the collaborative nature of fansubbing in which fansubbers 
interact with other actors in the translation process.  The present research attempts to fill this gap in the 
literature by exploring collaboration in fansubbing practices. 
 
Fansubs and quality 
Although fansubs are considered ‘creative’ because of their form and the visibility of fansubbers as 
shown in the previous section, some scholars have criticised fansub quality, tracing it to the level of 
language competency, or lack thereof, of fansubbers (e.g. Bogucki 2009; Díaz-Cintas and Muñoz Sánchez 
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2006).  Translation errors have been identified in fansubs, indicating the relatively low quality 
translations produced by fansubbers.   
Despite such criticisms, Massidda (2012) argues that fansub quality in the Italian language has improved 
over a period of time as fansubbing teams have developed translation guidelines and workflows in 
translation.  Moreover, fansubbers’ respect for the original material when making subtitles, such as in 
the case of translating humour, is found to be well maintained by retaining the tone, register and the 
core meaning of the original content (Massidda 2012, p.159).  Such features developed by Italian 
fansubbing teams are likely to have an impact on the production of professional subtitles in the Italian 
audiovisual translation business in terms of the timing of release and translation choices in subtitling.   
Švelch (2013) discusses fansub quality from the viewpoints of fan audiences.  The study suggests that 
fan engagement with respect to fansubbing is likely to influence their viewpoint on translation quality.  
Many non-translating fans praise the high quality of the fansubs, which has been described as ‘silent 
gratitude’ to fansubbers in recognition of their dependence on fansubs (Švelch 2013, p.6).  Other 
reasons may be that non-translating fans’ attitudes towards quality are likely coloured by their 
appreciation for the sheer availability of fansubs and the respected status of fansubbers in their 
communities (ibid.).  This suggests different attitudes towards fansub quality between (non-fan) general 
viewers and fan audiences. It seems reasonable to assume that the particular relationships between 
fansubbers and non-translating fans shape the latter’s perceptions of the quality of fan translation and 
this is something which is worth investigating further in the present research. 
Dwyer (2012) discusses fansubbing on Viki, an online platform for the production and distribution of 
translated programmes.  This platform is an example of a community-based environment, where fans 
can voice their opinions in public and invent their own subtitling styles.  Dwyer (2012) calls for a 
reconsideration of translation quality by paying more attention to the collaborative nature of fansub 
production within the communities and emotional responses from fans than the textual accuracy of the 
translation.  The issue of translation quality is further explored in the present research, which 
emphasises the importance of collaboration between fansubbers in producing fansubs, which is further 




3.1.2 Fansubbing as a community translation practice in digital environments 
 
This section looks at the literature in relation to fansubbing as a practice which is performed by fans who 
take advantage of Web 2.0 through their volunteer collaboration in online communities.  
 
Fansubbing in different cultural contexts 
As mentioned in Section 1.1, online environments enable fansubbing to become a global phenomenon, 
expanding into many cultural contexts.  This section discusses the literature with a focus on fansubbing 
practices which are conducted in various geographical locations. 
Barra (2009) seeks to find the differences and similarities in the working process of professional and fan 
translators in Italian contexts.  She maintains that the co-creational labour of tech-savvy translators is 
found in the fansubbing of US drama series.  In fansub production and distribution, fansubbers 
voluntarily share responsibilities in a hierarchical system, depending on their skills, backgrounds and 
subtitling experience (Barra 2009).  Their working process is structured like that of professionals, but the 
level of devotion of the translators towards the programmes between professionals and fans is likely to 
be a differentiating factor (ibid.).   
Bold (2011) also observes the fansub production of US drama series in a fansubbing network in Brazilian 
online communities, including Legendas.tv and InSUBs team.  She highlights the power of audiences 
who become producers of translation, regardless of the subtitling norms.  The use of online technologies 
through the entire fansub production process underlines the importance of tech-savvy fan translators 
and the technology itself, which can facilitate the workflow of fansubbers in the community.   
Orrego-Carmona (2011) explores fan collaboration in subtitling in a Spanish fansubbing community, 
aRGENTeaM.  He observes that the working process of the fansubbing team is well-organised and 
structured.  The commitment in the team is driven by the aim of satisfying their own needs as fans.  
Social interactions in the team also create knowledge-sharing environments, both in the genre of 
audiovisual content and technological knowledge. 
Li (2015) investigates a fansubbing network of Chinese fansubbers from The Last Fantasy fansubbing 
group, showing the transformation of Chinese audiences empowered by digital technologies in serving 
their personal interests amidst state control in media consumption.  The research findings reveal a sense 
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of collective identity in fansubbing groups where fansubbers share values and commitment in fansub 
production, constituting a community in fansubbing which is facilitated by digital technologies.  Forming 
social ties when becoming a part of the community, fansubbers sustain their relationships within the 
community by rules and organisational structure which help them select trustworthy members. 
As these studies show, fan collaboration in online communities has been explored in different cultural 
contexts.  The literature indicates that fansubbing teams are likely to work in a well-organised manner 
similar to professional practices.  Such a collaborative modus operandi of fansubbing teams underlines a 
new form of subtitling practice which has been developed outside professional contexts, closely 
influenced by changes in media consumption thanks to the advances of digital technologies.  The 
present research aims to provide a further exploration of fan collaboration in online communities with 
particular focus on the Thai context.  
 
Fansubbing and voluntary efforts in online communities 
As outlined previously, fansubbing practices are conducted by fans who collaboratively and voluntarily 
produce and distribute fansubs in online platforms.  This section focuses on the literature concerning 
the collaboration of volunteer translators in community translation practices which are facilitated by 
digital environments.   
O’Hagan (2009) terms fan collaboration in fansub production in online communities as ‘user-generated 
translation’, presenting fans who are audiences of audiovisual materials and have become volunteer 
producers of translations.  O’Hagan (2009) extends user-generated translation found in fansubbing into 
crowdsourcing translation as seen in the case of translating the social networking site Facebook, 
indicating a blurred boundary between professional and non-professional translators in the digital era.  
O’Hagan (2013) discusses the impact of technological advancement on community translation practices, 
especially fan translation, giving rise to ethical considerations.  Technological resources facilitate fans in 
voluntarily producing translations to serve their own interests and the interests of other community 
fans.  Despite such good intentions, the use of unauthorised content by fan translators raises copyright 
issues.  Meanwhile, digital environments also facilitate crowdsourced translation projects initiated by 
online companies looking to translate the content on their website, for example LinkedIn and Facebook.  
These volunteer translation projects have caused suspicion among professional translators, since 
crowdsourcing in these contexts can be considered exploitation of free labour.  Such criticisms aimed at 
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fan translations and crowdsourced translations show the grey area that exists with regard to community 
translation practices in the digital era.  The question of whether these practices could be considered 
ethical or unethical (O’Hagan 2013) is further discussed in Section 3.2. 
Fernández Costales (2012) addresses fansubbing as a community translation practice, and considers the 
collaboration of fans who voluntarily produce translations for other community fans on digital 
platforms.  He investigates how digital technologies have aided translators in voluntarily producing 
translations.  The motivations of translators in community translation practices typically include 
enjoyment, humanitarian projects, and preservation of cultural heritage (Fernández Costales 2012).  The 
collaborative translation on this voluntary basis in online environments as manifested in fansubbing, for 
example, can benefit academia in terms of translation training. 
McDonough Dolmaya (2012) conducts a survey to explore the attitudes towards crowdsourced 
translation in Wikipedia among different groups of translators.  The study reveals that those without 
formal training in translation make more of an effort to translate for others in the community so that 
they can access the information provided in a language other than the source language.  By comparison, 
the motivation of professional translators is not only for the benefit of the community, but also for 
enhancing their reputation and attracting more clients.   
Olohan (2014) explores TED27 translations from sociological and psychological perspectives by focusing 
in particular on the translators’ motivation to translate voluntarily.  She argues that, with the support of 
the TED organisation, positive affect, i.e. enjoyment in translation, and learning experiences from 
translating, can drive the translators to translate voluntarily.  Olohan (2014) raises an open question to 
further examine how volunteer translation can be maintained in online environments. 
As explained in Section 1.1, fansubbing is considered as a community translation practice.  The above 
reviewed literature addresses fansubbing as a community translation practice in translation studies by 
focusing on the broad macro role of technology in collaborative translation (e.g. O’Hagan 2013, 2009), 
and the voluntary nature of translators in online communities (e.g. Olohan 2014, Fernández Costales 
2012, McDonough Dolmaya 2012).  However, the dynamic roles of digital technologies in situ have not 
been explicitly discussed in the literature.  The present research, therefore, aims to provide the more 
detailed micro observations as to how the fansubbers actually interact with technology and how the 




latter affects fansubbers’ collaboration in fansubbing.  Moreover, the voluntary effort of fansubbers is 
further investigated by exploring how such an effort can be maintained in an online community.   
Drawing on insights from media studies, Lee, H. (2011) discusses collaboration of fansubbers as a form 
of participatory culture in relation to media fandom.  She highlights the power of grassroot audiences, 
i.e. fans who take advantage of digital environments and use their collective knowledge in making their 
voluntary labour in fansub production and distribution and showing support to the communities.  This 
can mark the change in media distribution made by fans’ voluntary efforts.    
The power of fans in fansubbing communities is also emphasised in Panthumsinchai’s study (2012) with 
the connection to legal issues in relation to fansubbing as mentioned in Section 1.1.  Panthumsinchai 
(2012) discusses the motivations for voluntary efforts by fansubbers to serve their personal interests 
and their fansubbing communities.  The participatory culture in fansubbing is not limited to fansubbers 
only, but also non-translating fans in relation to legal and ethical issues.  Fansubbers have sought non-
translating fans’ cooperation by issuing their own internal regulations, asking non-translating fans not to 
share and copy the fansubbed materials outside the communities.  The rules imply a co-dependency 
between fansubbers and non-translating fans thanks to the digital environments.   
Ito (2012) pays particular attention to the motivation and contribution of fans in digital networked 
environments in fansubbing.  She observes that the motivation which helps sustain fansubbing activities 
is the fans’ commitment to contribute to their fandom, which is closely related to the ethics of 
fansubbing.  In order to fulfil such a commitment, fansubbers act as contributors by voluntarily using 
their skills and expertise to produce fansubs in different languages.  Non-translating fans, considered as 
leechers, in turn express their gratitude as non-monetary rewards for fansubbers.   
Similar to the literature in translation studies as discussed earlier in this section, the literature on 
fansubbing in media studies pays close attention to the dependence of fans, especially fansubbers, on 
digital technologies in fansubbing.  Fansubbing communities have come to offer digital spaces for the 
interactions among fans, i.e. fansubbers and non-translating fans, and also between fans and 
technological resources in fansubbing activities.  The significance of digital technologies in fansubbing 
can be linked to ‘collaborative media’ (Löwgren and Reimer 2013), where the digital infrastructure plays 
multiple roles in facilitating media users in their collaboration in media production (fansub production 
and circulation) and consumption (viewing fansubs).  Collaborative media in the context of fansubbing 
focus on the interplay between human, i.e. fans, and non-human, i.e. digital technologies, in conducting 
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activities.  This supports the present research to explore fansubbing practices from a socio-technical 
perspective which is further discussed in Section 4.1.   
In addition to the interrelationships between fans and digital technologies, the literature discussed 
above presents the fan status as a key component which binds the interrelationships between 
fansubbers and non-translating fans in fansubbing communities.  The dependency relationship between 
fansubbers and fans as reviewed in the above literature demonstrates that their roles cannot be merely 
reduced to just ‘translators’ and their ‘passive audiences’, respectively.  By comparison, so far 
fansubbing research in translation studies has not explicitly included non-translating fans as a key actor 
in this community translation practice.  The present research, therefore, seeks to heed non-translating 
fans as another key actor in the investigation of fansubbing practices to shed light on collaboration in 
fansubbing. 
The interrelationships among fansubbers and non-translating fans in online communities can be seen as 
‘dark energy’ (Condry 2013, p.162), where fans, driven by their strong interest, gather and collectively 
show their capabilities through their participation in fansubbing, despite the precarious boundary 
between piracy and fan practices.  These interrelationships develop the bond between fansubbers and 
non-translating fans beyond the interest of the content of favourite audiovisual texts despite the legal 
implications of unauthorised use of copyright contents.  This, in turn, can indicate a shared cognitive 
sense of community (Yus 2005), which can be connected with trust and acceptance formed within the 
community (Sperber et al. 2010). 
 
Fansubbing and the issue of trust 
As mentioned in the previous section, trust forms part of developing bonds among community 
members, sustaining collaboration in fansubbing practices.  In translation studies, discussions regarding 
trust typically involve ethics, professionalism and collaboration of translation agents in producing 
translation as discussed below: 
Pym (2012) discusses trust in terms of translator ethics in translation, which is similar to Chesterman 
(2009) and Abdallah (2010) as addressed in Section 3.2.1.  Pym (2012) argues that trust building is a 
cost-saving measure in translation as a negotiation between translators and clients or readers can be a 
success if trust exists.  Having trust-based relationships can help translators to work within their ethics in 
translation and they can increase cooperation between translation agents (Pym 2012, p.147).   
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Abdallah and Koskinen (2007) address trust as a key factor in forming strong relationships among 
translators, translation companies and clients in translation.  The set of the relationships which bind 
these translation agents together can be called a production network in translation (Abdallah 2012).  
Sharing knowledge and information in the network can help foster trust, ensuring that the goal of each 
relevant agent in the network can be fulfilled.  However, the research findings reveal that lack of mutual 
trust has been found in professional translation businesses.  This can lead to increasing transaction costs 
in order to ensure the commitment of the translators in the production network (Abdallah and Koskinen 
2007), which is similar to Pym’s view (2012).   
Olohan and Davitti (2015) view trust as a dynamic process between translation agents in translation 
workplaces.  The results reflect Abdallah and Koskinen’s findings (2007) that lack of trust in the 
translation production network can cause struggles for translators and other agents in fulfilling their 
translation goals.  The study emphasises the role of project managers in translation businesses as 
mediators who negotiate and manage risks between translators and clients.  Such a role can build 
trustful interrelationships in the translation production network, ensuring successful translation tasks.   
Risku, Weber and Milošević (2016) also discuss trust in the production network in translation based on 
their interview findings.  They reveal that trust between clients and translators is built from the active 
participation of the clients, developing their interactions with the translators.  The communication 
between the translators and the clients make them negotiate their expectations in translation, 
strengthening their relationships and forming trust in the production network. 
In the case of a Facebook translation platform configuration, the discussion of trust goes beyond client-
translator relationships in the traditional sense as addressed by O’Hagan (2017). This study reveals that 
the Facebook translation practice is still performed in a top-down relationship, where the technological 
platform for translation mostly depends on the administration team.  This negatively affects the 
contributors to the Facebook translation, allowing them to develop a lesser degree of trust in the 
translation network. 
De Barra-Cusack (2014) reveals trust is also an emerging key component in the use of online resources in 
her investigation into users’ attitudes and behaviours in the use of terminological resources with a 
particular focus on focal.ie, the bilingual English-Irish resource.  Interviews with translators show that 
translators’ trust in the data, sources of the data, clients and/or themselves guides them when they use 
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terminological resources in producing translation.  This emphasises the importance of trust in forming 
collaborative workflows in translation. 
As these studies show, trust plays an important role in translation as a key component for fostering 
ethics and an effective production network mainly in professional translation practices.  Translation in 
turn can be considered a component to build trust.  Cadwell (2015) conducted a case study of the 2011 
earthquake disaster in Japan and concluded that translation possibly helps build trust among foreign 
residents who experienced the disaster incident in the contexts of communication and information 
gathering. 
The literature presented here has shown that the concept of trust in translation studies has largely been 
examined in terms of interpersonal relationships, and it emphasises that trust can strengthen 
collaboration in translation practices.  Trust can maintain the interactions between translation agents 
(Risku, Weber and Milošević 2016; Olohan and Davitti 2015) and influences the way translators use 
terminological resources in translation (de Barra-Cusack 2014).  Translation in turn can be a tool which 
develops trust among individuals (Cadwell 2015).  This suggests that trust is a key element which can 
foster collaboration among actors.  However, the topic of trust in translation studies is still under-
researched, especially in terms of non-professional translation scenarios, despite its importance in the 
collaborative translation practices as discussed in the literature.  Therefore, the present research 
focuses on the topic of trust in order to highlight the interrelationships between fan community 
members who are driven by shared affects in fansubbing (see Section 1.1).  In particular, the current 
study will discuss trust in terms of epistemic trust (e.g. Origgi 2013, 2012) since it allows for the 
discussion of trust to take into account different aspects of individual beings, including social 
interactions of individuals and the impact of affects among individuals as further explained in Section 
4.4.3.  Such exploration can extend trust beyond professional translations by focusing in particular on 
unsolicited community translation practice in online environments.   
 
3.2 Ethical Issues in Digital Environments 
 
The more recent developments of collaborative media in fansubbing practices are intertwined with 
copyright laws.  On the one hand, the practice of fansubbing typically involves the unauthorised use of 
source materials which are generally protected under copyright laws (Phillips 2003).  On the other hand, 
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the voluntary efforts of fansubbers and their dedication to work for free in digital environments 
(Mäntylä 2010; Hatcher 2005; Leonard 2005) cannot be overlooked as such dedication by fansubbers 
demonstrates the use of collective knowledge to serve communities, which has ultimately led to a 
change in media consumption as discussed in Section 3.1.2.  This issue points to a dilemma involving the 
issues of legality and ethics in relation to fansubbing activities.  In this section, ethics in translation 
studies which usually focus on professional translators are reviewed.  This is then linked to the literature 
on digital media ethics incorporating pluralism, which can arguably be applied to fansubbing in digital 
environments and in particular in a socio-cultural setting such as Thailand.  This section ends with a 
discussion of literature on ethical issues in fansubbing studies.   
  
3.2.1 Ethics in translation 
 
Ethics have been discussed in translation studies with a close link to translation as a profession.  In the 
past decades, translation ethics have been elaborated beyond the argument of linguistic equivalence to 
a broader contextual perspective which focuses on translators and the act of translation in various 
situations and socio-cultural locations (Pym 2001, p.137).  The agency of translators or their ability to act 
consciously and independently when producing translations (Kinnunen and Koskinen 2010) is very much 
guided by ethics as it works as basic guidelines for translators to negotiate their power and show 
responsibility in translation (Pym 2012).   
Baker (2011) views ethics as codes of practice which are associated with negotiations between what 
translators see as their professional responsibilities and their perceptions of what is morally right or 
wrong.  These ethics of translation practice can affect translators’ decision-making when performing 
their translation tasks.  Professional ethics in translation involve the self-reflexivity of translators from 
the textual fidelity, obligations to employers and responsibilities to communities and the world 
(Tymoczko 2009a, p.186).   
Not only do professional translators show commitment to their employers, they also take into 
consideration readers in terms of ethics (Abdallah 2010).  Likewise, translators expect employers to be 
bound by professional ethics and treat them respectfully (ibid.).  This shows that professional ethics in 
translation are not limited to translators only, but also include other agents of translation, including 
clients or translation companies.  Furthermore, interestingly, trust also plays a role in the 
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interrelationships between translators and employers in terms of professional ethics.  The failure of 
either translators or employers in following professional ethics in translation can lead to mistrust of each 
other and negatively affect the production of translations (Abdallah 2010).   
Chesterman (2009) also links trust as a key concept to translation ethics.  He proposes translation ethics 
with particular attention to translators following the norms of translation which are governed by the 
concept of values.  Such values include clarity, truth, trust and understanding.  In translated texts, 
translators need to maintain the clarity in the target texts and truth which involves the accuracy in 
transferring the meaning from the source texts to the target texts.  At the same time, trust refers to 
interpersonal and multidirectional value which involves all parties involved in translation, including the 
translators, the original writer, the client, and the readers.  While translators have to trust the author 
that the original texts are worth translating and the client that they will get paid, they have to earn trust 
from the reader and the client that they will finish their work to the best of their ability and produce 
high quality work.  The value of understanding relates to minimising misunderstandings on the part of 
the readers of the translated texts.   
The advent of technologies in translation has raised some concerns about ethics in the interactions of 
extended agents of translation and technological resources.  Still, professional translation ethics have 
not yet addressed guidelines for translators when making ethical choices in relation to the use of 
technology in practice (McDonough Dolmaya 2011).  Addressing technological translation environments, 
Kenny (2011) suggests that agents of translation need to show ethical concerns for when they use 
technological tools, such as machine translation (MT).  These agents, including translators, post-editors, 
translation trainees and teachers, need to come up with ethical measures by negotiating their roles and 
responsibilities in coping with the circumstances where technologies increasingly have had an impact on 
the translation practices for the best results in translation (Kenny 2011).  
Ethics in translation at present tend to focus on professional translators despite the increased visibility 
of non-professional translators, especially in online environments (see Section 3.1).  Two exceptions to 
this are the field of community interpreting and translation which focuses on public services for 
linguistic minorities (e.g. O’Hagan 2016b; Drugan 2011) and crisis communication scenarios such as 
large-scale natural disasters needing translation and interpretation for foreign nationals (e.g. Cadwell 
2015).  Drugan (2011) discusses translation ethics beyond the duty and responsibilities of translators 
and compares mainly the translation codes in professional translation and those in community 
translation.  She examines translation ethics in relation to the translation codes in crowdsourced 
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translation, such as translation of Wikipedia, where many translators are non-professionals.  The results 
show that professional codes seem to overlook the interrelationships between translation agents as 
translators usually need to take on sole responsibility for many aspects when producing a translation, 
such as client needs, legal issues, and high translation quality (Drugan 2011).  By comparison, non-
professional codes focus on shared value in translation communities, which encourage communication 
and knowledge sharing between translators (ibid.). 
As discussed above, professional translation ethics only conform to the duties and responsibilities of 
individual translators in keeping work confidential and maintaining high standards (Drugan 2011).  The 
main shortcoming of professional translation ethics is the lack of assistance for translators to make 
judgements when faced with a translation dilemma in a practical setting (McDonough Dolmaya 2011).  
Although there have been some studies such as those by Drugan (2011) and Pym (2012), that discuss 
ethics of non-professionals in translation practices by focusing on shared values in communities and 
encouragement of such translators to perform better, ethical issues beyond ethics in translation need to 
be considered.  More specifically, the importance of ethics relating to fansubbing practices needs to be 
addressed, due to the involvement of non-professionals in media consumption in digital environments.  
This issue is detailed in the next section. 
 
3.2.2 Digital media ethics 
 
Ethics in translation practices were discussed in the previous section with a focus on translation as a 
profession.  This section concerns digital media ethics, a relevant topic for the present research given 
the reliance of fansubbing on digital technologies.  Digital technologies provide fansubbers with an 
online collaborative translation space as well as specific tools for translating, editing and producing the 
final audiovisual text.  As manifested in Section 2.2.2, digital media together with communication 
technologies have changed media consumption into a bottom-up relationship, and Internet users 
nowadays can independently interact with media texts and collaboratively perform online activities.  
This transformation in media consumption behaviour is giving rise to the importance of digital media 
ethics, where Internet users are faced with increased responsibilities and ethical considerations in media 
distribution and the use of technologies in the digital platforms.  Since online environments do not have 
a specific physical national boundary, Ess (2014, p.26) suggests that pluralism of ethical consideration is 
required in digital media ethics, where “different views may emerge as diverse interpretations or 
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applications of shared norms, beliefs, practices...”.  He claims that such a perspective is not the belief in 
a single ethical framework or acceptance of every ethical framework as legitimate, but ethical pluralism 
seeks a middle ground where there are shared universal norms while addressing culturally variable 
views (Ess 2014).  This can be seen, for example, in the privacy issue.  Privacy can be explained from the 
perspective of ethical pluralism in digital media.  In reference to Thai contexts, Hongladarom (2007) 
argues that while Buddhism in Thai society focuses on the well-being of a community as a whole, its 
religious beliefs support individual privacy as an instrumental value for maintaining democracy in the 
country at the same time.  The belief in individual privacy is the same in the West, but from a different 
perspective, where the Western countries believe more in the intrinsic value of individuals 
(Hongladarom 2007, p.116) rather than of a collective group of individuals. 
Many online activities, including fansubbing, have relied on digital technologies to access media texts 
with an implication in terms of copyright laws.  Different ethical approaches are currently applied in 
managing copyright issues in different geographical locations.  The United States applies a utilitarian 
approach, highlighting benefits for the public good, on the basis of strong economic grounds where 
industry takes take advantage of copyright protections (Ess 2014). By comparison, the European 
approach is deontological in nature which gives absolute rights to the individuals who are the authors of 
the copyright works (Burk 2007).  Non-western traditions, including Confucian and African traditional 
belief, ubantu, have particular focus on communal benefits and hold that the sharing of unauthorised 
materials can arguably be considered acceptable and a way of showing respect for the original authors 
(Burk 2007).  Buddhist belief also has a similar view incorporated into the concept of compassion where 
people recognise that their achievements result from the interdependence between people, and the 
benefits ought to be shared among those who help them (Hongladarom 2014).  Such differences have 
an implication for laws, as Hongladarom (2014, p.449) suggests that industry should have compassion by 
sharing the benefits with the larger community, and the community, in return, should help industry by 
establishing a fair environment for businesses. 
As a means of keeping track of the change in media consumption and production by the general public, 
movements such as FLOSS (Free/Libre/Open Source Software) and Creative Commons have been 
initiated to support freedom of creation of new ideas or products and access to copyrighted materials.  
FLOSS, initiated in 2001, supports individuals via open source software.  The movement can be linked to 
the idea of community translation as it provides an opportunity for Internet users to contribute their 
skills and knowledge in improving the media content as seen in Wikipedia for example.  At the same 
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time, such an initiative also allows the users to gain free access to the content online.  Similarly, Creative 
Commons aims to help users to: 
…legally share your knowledge and creativity to build a more equitable, 
accessible, and innovative world. We unlock the full potential of the 
internet to drive a new era of development, growth and productivity 
(Creative Commons 2016). 
 
This statement shows support and encouragement for the general public to be able to use available 
resources legally on the Internet.  The equivalent movement in a Thai context was previously discussed 
in Section 2.3.2.   
Both FLOSS and Creative Commons show an attempt to seek the right balance between the rights of 
authors and the freedom of audiences to use copyrighted material.  These two movements encourage 
authors to give permission for other individuals to legally share and make changes to the media content, 
and at the same time they stimulate online users to make copies and adjustments to the content legally.  
These movements are called ‘copyleft’ (Ess 2014), which can be an example of ethical pluralism in 
relation to copyright issues. 
This brief review on ethical views shows that online activities, such as fansubbing, not only raise legal 
issues but also ethical implications that need to be contextualised in the specific cultural settings of the 
practice as also argued in Chapter 2.  To this end the present research explores emerging ethical issues 
as raised in digital media ethics by applying them in fansubbing with a particular focus on the ethical 
belief of fans, especially fansubbers, in Thai contexts.   
 
3.2.3 Ethics in fansubbing 
 
The legal issues of fansubbing are intertwined with the protection of the industry, i.e. the profit of the 
copyright holders of the audiovisual texts.  Fansubbing faces legal challenges in terms of copyright issues 
due to its involvement with the reproduction of copyright materials in the form of translation and the 
unauthorised use of copyright materials in fansub distribution.  During the 1980s and 1990s, when the 
importing of Japanese anime programmes began in the US, Japanese companies believed that taking 
legal action against the fan communities, who were loyal consumers of the programmes, might have 
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affected business (Hatcher 2005).  As a result, in some cases, despite being well aware of the use of 
copyrighted materials without permission in fansubbing, the industry did not take any legal action 
towards fansubbing activities, taking the approach of ‘dismissive ignorance’ (Leonard 2005, p. 287).  This 
means the industry disregarded taking legal action against fan activities since they thought that such an 
action could waste more time and effort than it was worth (ibid.).   
However, the situation has changed today, reflecting the changing technological environment.  Since 
audiences can access the programmes for free, they might prefer watching the programmes online 
rather than spending their money on official DVDs or on paid TV channels.  The distribution of fansubs 
on the Internet, therefore, has increased the demand only in the volume of content, not in business 
revenues (O’Hagan 2013).  Therefore, companies have sought various measures to protect their profits 
and, at the same time, not lose their loyal consumer base.  Some companies contact fansubbers directly 
through fansubbing websites, notifying them to stop the activity before taking legal action (Leonard 
2005).  Another measure is to remove any materials involving the copyrighted products automatically 
using tracking software, as in the case of material on YouTube and file hosting sites such as 
4shared.com28 or Mediafire.29  The method is sometimes adopted as a warning to fansubbers, such as 
the case of FUNimation Entertainment lawsuit.  In this case, the US anime distributor company filed a 
$150,000 US dollar lawsuit against those who uploaded from a US BitTorrent a fansubbed episode of 
One Piece, a highly popular Japanese anime programme (Mikey-san 2011; UK Anime Network News 
2011).  Similarly, Japanese broadcasters have recently started to add captions to warn viewers that it is 
illegal to upload programmes onto the Internet.  These measures show that industries actively keep an 
eye on fansubbing practices and carefully monitor such activities.   
Not only do media companies make attempts to control widespread fansubbing groups, legal authorities 
also take measures against fansub distribution.  In China, many file-sharing sites, which provide fansubs, 
faced a forced closure from the State in 2009 (Li 2013).  Moreover, in November 2014, the operation of 
YYeTs, one of the largest Chinese fansubbing groups, was also suspended by China’s National Copyright 
Administration, as was Shooter.cn, which provides only subtitles but does not host the copyrighted 
materials (Chen 2014).  These cases mark the Chinese government’s attempt to enforce legal measures 
to control certain activities in the online environment, which can subsequently affect fansubbing 
activities.  Such legal measures in China can be considered as part of the country’s policy of Internet 






censorship, which includes blocking websites like Google.  This indicates the impact of the state policy 
on the privacy of the individuals and piracy issues in the country. 
The variations in legal measures taken in each country, such as the US, China and Japan, stress the 
importance of social impact on the way in which individuals conduct online activities, which needs to be 
taken into consideration when exploring fansubbing. 
The legal and ethical issues in fansubbing practices are by no means clear-cut since fansubbers use their 
ethical reasons in fansubbing to justify their practices, which face legal challenges because of copyright 
issues.  This is demonstrated in different views expressed by scholars in previous studies.  Hatcher 
(2005) considers fansubbing from a legal perspective, viewing the practices as a development of a 
connected digital world.  This means the Internet has enabled fansubbers to communicate with one 
another irrespective of physical locations, supporting them in forming collaborations in fansub 
productions.  This raises the question of the effectiveness of legal measures in relation to copyright 
issues in the digital world.  Hatcher (2005) argues that having a certain legal awareness of the use of 
unauthorised materials, many fansubbers and non-translating fans use ethical and moral rationales to 
justify their fansubbing practice.  They insist that their activities show support for their favourite 
programmes and can be taken as a form of promotional marketing activity, to the benefit of media 
companies.  The impact of fansubbing on the copyright holders of the source materials remains unclear.  
This calls for further investigation into the negotiations between the ethical stance argued by 
fansubbers, and the benefits of the copyright owners (Hatcher 2005).  
Leonard (2005) argues that fansubbing practices can be viewed as a cultural production rather than as 
having particular legal implications, i.e. copyright issues.  He believes that fansubbing shows the 
decentralisation of power from media companies to fans who are engaged consumers, seeking the 
opportunity to make their own choices in viewing their favourite programmes with translations. 
However, Koulikov (2010) opposes this view and argues that the ethical rationale made by fans on the 
unavailability or delay of the foreign programmes is not applicable, given the development of the media 
industry on digital spaces.  That is, at present, an increasing number of formally authorised translated 
programmes are made available online at the same time as fansubs.  He implies the hidden agenda of 
the fans is that they prefer free access to the programmes rather than paying for legitimate products.  
Nevertheless, as Koulikov (2010) himself points out, the ethical rationale of fansubbing is not limited to 
the unavailability of the programmes.  Lee (2010), for example, pays particular attention to the ethics of 
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fansubbers and argues that the copyright discussions need to have more focus on the consumer 
perspective.  On the basis of the original intention, fansubbers claim that fansubbing activities are not an 
act of theft since they are conducted for other fans without seeking any financial incentives (Lee 2010).  
This underlines that fansubbers do not have any intention of harming the industry, even though the 
actual situation might be different from what they believe.  Lee (2010) suggests that consideration of 
copyright issues in relation to fansubbing should not be limited to the producer-oriented perspective, 
but consumers’ dedication to media consumption needs to be taken into account.   
Lee’s viewpoints (2010) are similar to Rembert-Lang (2010) who suggests that the needs of consumers 
be taken into consideration in the framework of copyright laws.  She argues from a legal perspective 
that fansubbing should not be stopped by copyright laws because fansubbing activities help foreign 
programmes to become better known in a global context.  In the meantime, fansubbers need to uphold 
their ethics of non-commercial purposes in fansubbing and remove their fansubs when the programmes 
are translated and licensed.  
Interestingly, O’Hagan (2011) argues that in terms of ethics the business sector is not entirely innocent 
when they seek benefits from crowdsourcing projects that exploit the knowledge and information 
gained from a collective group of individuals.  Through translation crowdsourcing, the business sector 
relies on a large number of contributors, mostly volunteers, either professional or non-professional 
translators, to collaborate and create translations, such as in the translation of Facebook and Twitter 
platforms.  Although the business sector typically insists that the goal of translation crowdsourcing is to 
build and better engage the user community, rather than saving costs in translation services, the use of 
free labour to generate translations could still be considered questionable from an ethical standpoint if 
used by for-profit organisations (O’Hagan 2011).   
The previous discussions highlight the complexity of ethical implications of fansubbing.  Fansubbing 
activities are conducted via fan collaboration.  Fansubbers show their devotion to the wider fan 
communities by expressing their non-commercial intention in making and distributing fansubs freely in 
order to share.  The fansubbers’ mindset is emphasised in Ito’s comments on fansubber ethics:  
Fans actively seek intimacy with and recognition by the industry while 
simultaneously being motivated by a fundamentally different set of 
incentives that they hold in common with other forms of non-commercial 
production (Ito 2012, p. 182-183). 
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This devotion helps them gain a respected status among fans who are members of particular fan 
communities (Yuan 2011).  Many fansubbers have strongly opposed the distribution of fansubs for profit 
and they distinguish themselves clearly from bootleggers who sell pirated materials for monetary gain.  
The ethical values held by fansubbers influence the ranking of translated products within fansubbing 
communities, resulting in the following hierarchy of legitimacy in fansubbing proposed by Condry (2010, 
p.204):  
1. Fansubs of unlicensed shows 
2. Fansubs of shows licensed but not yet released 
3. Fansubs of shows licensed and released as DVDs 
4. Rips (i.e., direct copies) of released DVDs 
 
Based on the above hierarchy, the release of fansubs of unlicensed foreign programmes in the given 
target language is likely to be the least problematic legally.  Meanwhile, the most problematic work 
distribution method would be making copies of released subtitled DVDs.  Although fansubbing 
communities typically share value in their voluntary effort and seeking non-monetary rewards, the 
ethics of each fansubbing community seem to vary.  For example, AnimeSuki,30 a website providing 
anime fansubs in English, has issued a policy that licensed anime programmes will not be listed in their 
networking sites, and they will share only unlicensed fansubs.  This example shows the motivation of 
fansubbers who start the practice because of the unavailability of the programmes in their language.  
This policy is also aimed at declaring fansubbers’ wish to support the sales of the official release of 
translated anime in their countries while ensuring that their attempt would not cause damage to 
copyright holders or licensed companies due to the distribution of their fansubs.  At the same time, 
there are many sites that continue to provide fansubs despite the fansubbed programmes being 
licensed in their countries.  Various levels of ethical obligations determined by fansubbing groups are 
also similarly applied among non-translating fans who are engaged media viewers of fansubbed 
materials (Ito 2012).   
These examples present the evidence of ethical pluralism in fansubbing where the shared ethical value 
in fansubbing can have diverse interpretations, depending on the agreement made within the group 
along with other factors, including the geographical location of the members and their viewpoints 
towards licensing (Lee 2010).  Yet so far no previous studies in fansubbing have delved into the influence 
of ethical and legal implications embedded in particular socio-cultural settings.  The present research 




draws on the ethical pluralism view to shed light on fansubbing practices developed in Thai settings by 
taking into consideration underlying factors which are likely to affect the ethics of Thai fansubbers and 
their fansubbing practices.   
 
3.3 Creativity in Collaborative Environments 
 
The communal nature of fansubbing was highlighted in relation to the shared ethical values in 
fansubbing communities in Section 3.2.3.  However, to date, the significance of creativity has not been 
critically discussed in translation studies, as the literature has focused primarily on fansubs (see Section 
3.1.1 on the topic of fansubs as creative subtitling).  This calls for other interpretations of creativity 
which move beyond the focus on products.  The following sections discuss the literature on creativity 
which traces back from final products to the process of collaboration between human and non-human 
actors with reference to fansubbing practices in digital environments. 
 
3.3.1 Creativity as a social activity 
 
With a focus on interactions between human and non-human actors in fansubbing in specific social and 
cultural settings, this study takes into account the notion of creativity as a social activity.  Creativity does 
not emerge by chance.  It is developed from the thought process of creators who are inherently 
influenced by their social and cultural environments.  Therefore, creativity can be developed in everyday 
life circumstances and a creative person does not have to be a genius (Glăveanu 2014; Czikszentmihalyi 
2013; McIntyre 2012; Gauntlett 2011).  Czikszentmihalyi (2013, p.23) emphasises socio-cultural impacts 
on individuals and describes creativity as a new and valuable idea or action, which “does not happen 
inside people’s heads, but in the interaction between a person’s thoughts and a sociocultural context.”  
Creativity is fostered by a creative person who develops a novel idea or product within a particular social 
setting where novelty means that such an idea or product is encouraged and accepted by the people 
within that social setting as new and valuable (Czikszentmihalyi 2013).  Czikszentmihalyi (2013) believes 
that creativity can be developed within individuals who are motivated by their strong interest, leading 
them to acquire skills and concentrate on overcoming challenges in order to achieve enjoyment from 
such an action.  This developmental process of creativity experienced by the individual is what 
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Czikszentmihalyi (2013, p.110) calls the ‘flow’ of creativity, which has implications for fansubbers who 
are driven by their strong interest to produce and distribute fansubs (see Section 3.1). 
The conceptualisation of creativity proposed by Czikszentmihalyi (2013) shows a significant role played 
by the socio-cultural influences on individuals for them to become creative, leading them to invent a 
new idea and product which is accepted in a particular social setting.  In relation to the interest of the 
present study his focus on creativity in terms of the self-motivation of the individuals in achieving 
enjoyment from the challenging tasks with their skills seems to be worth exploring.  However, 
Czikszentmihalyi discusses creativity at an individual level rather than through collaboration of 
individuals. 
McIntyre (2012) observes creativity in his analysis of media contents from a cultural perspective.  He 
considers creativity to be a novel activity, performed by individuals who are motivated by their feelings 
of engagement in such activities.  As McIntyre (2012, p.38-39) argues, it is difficult to determine the 
cause and effect of creativity from a bio-psychological perspective, and the influences of social and 
cultural cultivation cannot be overlooked.  Therefore, creativity, in his view, is socially and culturally 
formed,  
[…] one cannot avoid admitting that there are deep connections to 
structures of knowledge existing external to the individual that are also 
important.  Nor can one avoid a necessarily social connection in making 
judgements about the merit of the work produced, as the work doesn’t exist 
in a vacuum. (McIntyre 2012, p.43) 
 
This means that a creative activity results from the correlation between individuals and their 
surrounding social norms.  When encountering a challenge which drives their interest, the individuals 
develop new ideas or products by relying on their experience and knowledge which they gained from 
their socio-cultural surroundings.  Moreover, creativity is also developed from the interrelationships of 
producers, artefacts and the audiences, highlighting the collaboration in creativity.  McIntyre (2012, 
p.68) stresses that “this reconceptualization of creativity must also recognise the interaction of 
production, texts and reception as interlocking sites of meaning-making and thus sites of creativity.”  
This indicates that the creative process includes the role of creators who produce a new idea or product, 
the new idea and product as an artefact to link between the creators and the audiences, and the role of 
audiences who appreciate and interpret the final idea and product.  As creativity involves the 
collaboration of individuals on multiple levels, the sharing of knowledge between individuals can help 
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such individuals gain new experience, which could then be developed to invent a novel idea or product.  
In addition, creativity also needs the cooperation of individuals with various skills and responsibilities in 
cultural production, such as the radio business, television production, filmmaking, and pop-music 
production (McIntyre 2012).  Furthermore, the interactions of individuals help convey the judgement of 
audiences, whether such novel ideas or products are appreciated as creative and whether they fit into a 
particular socio-cultural setting.   
McIntyre’s explanation of creativity supports the idea that creativity cannot be fully explained from the 
point of view of an individual in isolation.  This suggests that the collaboration among human 
participants, both fansubbers and non-translating fans, needs to be included in order to understand 
creativity in fansubbing practices in particular socio-cultural contexts.  McIntyre’s conceptualisation 
helps highlight the active role of fans, through their interactions and communications, leading them to 
come up with new ways to perform their own fan subtitling practices.  However, although McIntyre 
(2012) mentions artefacts or texts as an important factor in creativity, he does not explicitly address any 
active role of the objects in a creative action. 
Gauntlett (2011) shares similar views to McIntyre (2012) in the explanation of creativity as a social 
activity, and considers creativity through the whole process of its development and the interrelationship 
between individuals.  Gauntlett (2011) also explains that a creative activity is performed by creators who 
develop their experiences which are gained from their social and cultural environment in fulfilling their 
satisfaction in generating a novel idea or a product.  The concept of satisfaction achievement parallels 
Czikszentmihalyi’s ‘flow’ concept of creativity (2013), which emphasises the pleasure experienced while 
solving the challenges in conducting an activity.  Nevertheless, Gauntlett (2011) differentiates his 
conceptualisation of creativity from Czikszentmihalyi’s (2013) by focusing on creativity in everyday life.  
Gauntlett argues that there is no need for creativity to be evaluated by professionals.  He notes that 
creativity can be developed in everyday life tasks, which he calls ‘everyday creativity’, as long as creators 
gain satisfaction in creating a novel idea or product, and when other individuals appreciate their 
creation (Gauntlett 2011, p. 76).  Such an emphasis on creativity in engagement in the given practices is 
taken into consideration in the present research. 
The concepts of creativity presented by McIntyre (2012) and Gauntlett (2011) show that the definition 
of creativity embraces an entire process that includes creating a novel idea and a product in a particular 
socio-cultural setting.  While McIntyre (2012) focuses on collaboration in professional media businesses, 
Gauntlett (2015) underscores the collaboration of creators who are everyday Internet users in a system 
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of creativity development.  Furthermore, Gauntlett (2015, 2011) adds the connection of the creation 
process to technologies in the digital world by addressing the fact that digital technologies have 
facilitated online users by providing them with tools and infrastructure to invent new ideas and 
products.  This confirms the contribution of materials to the creative activity conducted by general 
audiences, which is not clearly recognised by McIntyre (2012).  The dynamic roles of digital technologies 
show their importance in the development of creativity in everyday practices.  This can be implied in the 
present research which seeks to explore collaboration in fansubbing supported by technology from a 
socio-technical approach.  Considering the crucial roles played by technologies also leads to the 
introduction of distributed creativity in the next section drawing on the literature on creativity in 
contemporary technological contexts. 
 
3.3.2 Distributed creativity 
 
Distributed creativity recognises “the self as an agent within an ever-changing world” (Glăveanu 2014, p. 
9).  That is, the notion of distributed creativity involves consideration of the interrelationship between 
individuals, individuals and artefacts, and the continuation of these interactions.  This conceptualisation 
of distributed creativity serves to elaborate the main objective of the present research which is to shed 
light on fansubbers and their interactions with other human and non-human actors in fansubbing 
communities.  Glăveanu (2014) proposes distributed creativity from the perspective of cultural 
psychology, which relates “person to others and to artefacts (both material and symbolic)” (Glăveanu 
2014, p.21).  His view of creativity puts an emphasis on the action or activity, where people act upon the 
interactions with other persons and materials around them.  This cultural psychology concept is linked 
to distributed creativity, which refers to  
A form of action engaged in by various actors (individual or groups), in 
relation to multiple audiences (again individuals or groups), exploiting the 
affordances of the cultural (symbolic and material) world and leading to the 
generation of artefacts (appreciated as new and useful by self and/or 
others) (Glăveanu 2014, p.27).   
 
This definition of creativity allows for the dynamic relations in creativity, where people and objects make 
their contribution to the creative action.  It helps explore the nature of creativity engendered in 
fansubbing practices with the focus being on the collaboration of fan communities and their 
 61 
environments.  In explaining distributed creativity, Glăveanu (2014, p.28) divides the distribution of 
creativity into three types: social, material and temporal as discussed below.   
 
Social distribution  
Social distribution is the involvement of individuals in a creative action.  Similar to the points discussed 
by McIntyre (2012), the individuals do not create ideas or products in isolation, but through 
collaboration with other people.  Social distribution in creativity involves interaction and communication 
among individuals.  They can play multiple roles, both creators and audiences, in their creative 
expressions (Glăveanu 2014, p.36).  The interactions between the creators and audiences are dynamic, 
in the sense that these roles are not distinctively separated, and can explain the connection between 
the human mind and the social environments.  That is, during the creative action, creators are the 
makers and receivers at the same time.  The creators by themselves interpret and evaluate their work 
during the production process, and they can get feedback from the receivers or audiences through their 
communication, leading to the adjustment or improvement of their work.  The audiences do not have to 
be present at the production scene, but are in the creator’s mind when they do the action.  This shows 
the explicit inclusion of the active roles of audiences who are not necessarily the creators in the 
production of creative works.  Such a view seems to be different from Gauntlett’s everyday creativity 
(2011), which focuses only on the roles of creators.  
Still, both Gauntlett (2011) and Glăveanu (2014) view similarly that creative works do not need to be 
evaluated or acknowledged by professionals.  The interaction and communication between creators and 
audiences develop their shared assumptions with regard to the appreciation of the final idea or product.  
Glăveanu (2014, p.42) believes “the cultural production of creativity does not require fully formalised 
fields, it just depends on the existence of audiences to consider the new artefact, interpret and ‘use’ it”.  
This can explain what social recognition refers to in distributed creativity.  Apart from social distribution 
between individuals, materials or objects also play a crucial role in expressing the individuals’ ideas and, 
at the same time, transforming their expression into creative action. 
 
Material distribution 
Objects are not passive as they can transform the individuals’ ideas, mark the creators’ intentionality, 
and transcend such ideas as a cultural product of the makers’ expression (Glăveanu 2014, p.52), showing 
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material distribution in creativity.  Objects can be a challenge for creators, encouraging them to produce 
new ideas or actions in order to overcome the challenge, leading to the creation of new artefacts 
(Glăveanu 2014).  Materials can create tension for the makers in a way that they have to figure out how 
to use the materials in order to achieve their goal.  Glăveanu (2014) gives the example of material 
distribution in Easter egg decoration.  He maintains that the type of egg can determine the decoration 
process of the egg, including waxing and decorative design.  The patterns of the decorated eggs can also 
portray the cultural beliefs of the decorator and can encourage new interpretations among other 
people, which possibly lead to new decorating ideas.  The challenge or resistance of the objects also 
includes the interpretation of the new artefacts, which have particular meanings/values in different 
cultures and times (Glăveanu 2014, p.58).  All of these aspects of material distribution show the 
affordances of the objects, which refer to “the action potentials embedded within the environment and 
available to creators for use or change” (Glăveanu 2014, p.61).  These allow space for the makers to 
make use of the objects and create new actions.   
The consideration of active roles of objects shows the micro observation on how individuals interact 
with materials in the production of creative works.  The co-creation between individuals and materials 
can be transformed and transcends time.  That is why the temporal dimension is considered as another 
distribution in creativity. 
 
Temporal distribution 
Temporal distribution focuses on the transitions of ideas and environments in the development of 
creative action.  On a contextual level, creativity is developed by relying on the interplay between 
tradition which is originated in the past and innovation within the changing environment.  This explains 
how conventions in a particular domain are changed or transformed into new ideas or concepts to fit 
the present circumstances, and, at the same time, influence the ideas of the creators.  Temporality in 
distributed creativity can also be seen as a developmental process from the dynamic interactions 
between creators and audiences, which are explained in the social distribution.  These interactions 
include the continuity of the production process of the creators, and the feedback and social recognition 
of the audiences.  Furthermore, inter-relations between persons and objects, which are discussed in 
material distribution, can show temporal distribution in creativity.  This can be seen from the 
developmental process of how the objects have been transformed and transcended within a particular 
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setting by the creators.  At the same time, creators take time to achieve their goal by overcoming the 
challenges posed by materials.   
Close attention to the developmental process in inventing novel ideas and products as addressed above 
shows that distributed creativity does not focus on the ‘difference’, but the ‘differentiation’ of the action 
(Glăveanu 2014, p.76).  Therefore, temporal distribution in creativity helps demonstrate distributed 
creativity as “once patterned and flexible, constrained by the past and fundamentally open to the 
future” (Glăveanu 2014, p.29).  Such a distribution can demonstrate the negotiation process between 
human and non-human actors in inventing novel products.   
 
Conclusion 
The conceptualisation of distributed creativity proposed by Glăveanu (2014) takes into account the 
distribution of sociality, materiality and temporality and shows the focus of creativity on the 
developmental process of the action, which is performed by dynamic interactions between the human 
mind and changing environments.  This demonstrates the collectiveness of the action and the flexibility 
of persons, artefacts, and time through the transformation of ideas and affordances in generating an 
unexpected novel act.  Distributed creativity, therefore, can justifiably be applied in emphasising the 
importance of collaborative aspect in fansubbing activities which can give rise to creativity for many 
reasons.  First, this conceptualisation pays attention to creativity as a social activity, allowing the 
researcher to pay attention to “what people actually do” (Glăveanu 2014, p.87) in collaborative 
circumstances.  Distributed creativity also considers the contribution of audiences, i.e. non-translating 
fans, in the production of creative work.  Furthermore, materials, i.e. technologies, are explicitly 
included as having interactions with human participants in the development of creativity.  Lastly, the 
temporal distribution in distributed creativity suggests that this conceptualisation concerns the 
interrelationship of human and non-human actors and the negotiations of their roles in the production 
of creative work.  Therefore, the co-creation concept in distributed creativity can be usefully applied to 
demonstrate collaboration in fansubbing activities which focuses particularly on the fansubbing network 
of human and non-human actors who form special kinds of relationships supported by technology.  The 
exploration of interactions in the fansubbing network in the current study also draws on the three 
theoretical concepts of affinity spaces (Gee and Hayes 2011), networked affect (Hillis, Paasonen and 
Petit 2015) and epistemic trust (e.g. Origgi 2013, 2012), which are discussed in Section 4.4. 
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3.4 Concluding Remarks  
 
This chapter began with a review of fansubbing literature with specific focus on fansubs as products.  
Unconventional aspects of fansubs in terms of linguistic and visual styles demonstrate the experimental 
approach of fansubbers to produce subtitles (Nornes 2007, 1999), and these can be considered as 
‘creative’ work produced by fansubbers (e.g. McClarty 2013; Pérez-González 2013; Denison 2011; Secară 
2011).  The approach adopted by fansubbers highlights their visibility in fansubs, showing their power to 
fulfil fans’ viewing expectations with thanks to digital technologies (Schules 2012; Pérez-González 2012, 
2007; Díaz-Cintas 2010).  The present research is centred on fansubbers to further explain their 
important roles in fansubbing practices. 
Fansubbing is considered as a type of community translation in Web 2.0.  For example, O’Hagan (2011) 
suggests ‘community translation 2.0’ to distinguish it from the term closely associated with public 
service translation (see Section 1.1).  The reviewed literature shows that fansubbing is performed by 
fansubbers who take advantage of digital environments to produce subtitles collaboratively and 
voluntarily (O’Hagan 2013, 2009).  Although fansubbers show heavy reliance on digital technologies in 
producing and circulating fansubs (e.g. Fernández Costales 2012; Lee H. 2011), the pervasive role of 
digital technologies has been largely overlooked.  The present research, therefore, takes into account 
digital technologies as a key non-human actor in the exploration of fansubbing practices.   
Fan collaboration in this community translation activity has been investigated in different cultural 
contexts, such as the Italian (Barra 2009), Brazilian (Bold 2011), and Chinese (Li 2015) contexts, but 
rarely has been discussed in the Thai context.  The present research fills such a gap in literature by 
focusing on the Thai fansubbing phenomenon.  In fansubbing communities, non-translating fans also 
contribute to fansubbing practices as supporters (e.g. Ito 2012; Pantumsinchai 2012).  However, the 
translation studies literature has rarely discussed such contributions.  Therefore, the present research 
takes into consideration the roles of non-translating fans as community members in the exploration of 
Thai fansubbing practices.  The current study also focuses on the interrelationships of fansubbers and 
non-translating fans in online communities by linking to trust which is considered a key component in 
strengthening collaboration in translation practices (e.g. O’Hagan 2017; Olohan and Davitti 2015; 
Abdallah and Koskinen 2007) and maintaining ethics in translation (Pym 2012).   
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Ethics in translation from the translation studies domain (e.g. Pym 2012; Baker 2011; Abdallah 2010; 
Chesterman 2009) are well-explored with a particular focus on translation as a profession.  Ethical issues 
in non-professional translation are relatively new but have rapidly captured the attention of a growing 
number of scholars (e.g. Drugan 2011; Pym 2012; McDonough Dolmaya 2011), since the advent of non-
professional translations online.  Still, as fansubbers are engaged media users who take advantage of 
digital technologies to facilitate their media consumption, ethical issues in the particular context of 
digital media are addressed.  Copyright issues which involve the use of unauthorised content in 
fansubbing are closely related to the ethical attitudes of individuals in each socio-cultural setting in 
which the fansubbing practice is embedded.  For example, while the European countries view copyright 
issues by focusing on the rights of individuals, Asian countries show more concern for communal 
benefits when using copyright materials.  Literature in relation to ethics in fansubbing (e.g. Condry 2010; 
Lee 2010; Rembert-Lang 2010; Hatcher 2005) does not delve into the influence of ethical beliefs and 
attitudes towards legal issues in specific socio-cultural settings in the ethics of fansubbing practices.  To 
highlight such influences on fansubbing practices, the current research adopts an ethical pluralistic view 
which takes into account shared ethical norms influenced by various beliefs in each socio-cultural 
setting.  The present research demonstrates that Thai fansubbing practices cannot be fully explained 
without probing into underlying factors which govern the ethics of Thai fansubbers and their fansubbing 
practices. 
In terms of creativity and fansubbing, the literature on fansubbing readily claims fansubs as creative 
subtitles (e.g. McClarty 2013; Pérez-González 2013).  However, the authors do not relate creativity to 
the collaborative nature of fansubbing.  The present research argues that collaboration in fansubbing 
facilitates fansubbers to produce creative works in the given practices.  Various conceptualisations of 
creativity (Czikszentmihalyi 2013; McIntyre 2012; Gauntlett 2011) have been proposed, but they do not 
highlight the collaborative environments such as those found in fansubbing, where both human and 
non-human actors, i.e. technological elements, participate.  The present study mainly draws on the 
conceptualisation of distributed creativity (Glăveanu 2014) in uncovering creativity engendered in 
fansubbing which arises from interactions of human and non-human actors.  The present research 
explores their interactions in fansubbing from a socio-technical perspective which is explained in 
Chapter 4.   
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PART II: METHODOLOGICAL CONSIDERATIONS AND FRAMEWORK OF 
ANALYSIS 
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Chapter 4 Research Design  
 
This chapter explains the research design of the present study, covering methodological considerations, 
data collection methods and the approach used in the analysis of the data.  To fulfil the research aim as 
presented in Section 1.2, the current study takes a socio-technical approach paying particular attention 
to the technological dimensions where fans interact with digital technologies.  This thesis recognises 
digital technologies as an influential factor on fansubbing practices which are conducted by online 
communities.  Virtual ethnography (Hine 2000) is selected for the data collection method in order to 
investigate the interrelationships among key human and non-human actors in a given fansubbing 
community.  Key concepts of virtual ethnography and how they are employed in the present research 
are discussed.  In order to analyse these interactions, Actor-Network-Theory (ANT) (Latour 1987, 2005) 
has been chosen as the main framework while the three theoretical concepts of affinity spaces (Gee and 
Hayes 2011), networked affect (Hillis, Paasonen and Petit 2015) and epistemic trust (e.g. Origgi 2013, 
2012) are applied in exploring collaboration in fansubbing.  In designing the study potential challenges 
are taken into consideration in order to ensure the validity and reliability of the research as well as the 
research integrity in data collection and analysis.  
 
4.1 Research Paradigm: Socio-Technical Approach 
 
The present research pays particular attention to fansubbing as a social practice to understand Thai 
fansubbing with a focus on collaboration by examining the interrelationships between fansubbers and 
their community members and their interactions with technology (see Section 1.2).  The use of 
sociological perspectives to gain insights into translation as a social practice has already been well-
explored in translation studies, where the main focus is placed on translators who are embedded by 
social norms in their cultural settings (e.g. Meylaerts 2008; Gouanvic 2005; Simeoni 1998).  Chesterman 
(2006, p.19) suggests that, by focusing on translators, translation can be investigated as a cooperative 
practice conducted by translation agents who share workloads and fulfil their roles in completing 
translation tasks.  These agents can make a change or introduce innovation in translation in terms of 
translation styles and concepts in the given society, which can then be examined globally (Milton and 
Bandia 2009, p.2).  Their cooperation in translation can be explored by focusing on the way in which 
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agents of translation, such as translators, clients and publishing houses, can affect each other in fulfilling 
their roles in translation (e.g. Abdallah 2012, Buzelin 2007).  It is therefore the roles of translation agents 
and their interactions when participating in translation practices that are emphasised in the sociology of 
translation (Pym 2006).  The current study builds on this viewpoint by focusing on fansubbers and their 
interactions with other human and non-human actors in online communities from the perspective of 
fansubbing as a type of non-professional translation practice.  In addition, the exploration of fansubbers’ 
interactions in translation practice benefits from an interdisciplinary perspective (Chesterman 2007), for 
example, sharing research interests in fan studies and digital media ethics with other fields, such as 
cultural studies and media studies. 
Key participants in translation practices are not limited to humans.  Non-humans, technologies in 
particular, play a role as previously addressed in Section 1.1.  The interactions between translation 
technologies and translators in producing translations have been observed in previous studies, e.g. 
O’Hagan (2017), Risku and Windhager (2013), and Olohan (2011).  These studies show that technologies, 
such as the Facebook Translation crowdsourcing platform (O’Hagan 2017), project management 
software in translation management (Risku and Windhager 2013), and translation memory software 
(Olohan 2011), have agency which makes an impact upon the decision-making and behaviours of 
translators in producing translations.  These studies demonstrate that technologies are closely 
associated with human actors involved in translation, and justify research on translation practices within 
a socio-technical domain (Folaron and Buzelin 2007, p.623), in which the present research positions 
itself. 
The socio-technical approach treats technologies as a key actor in a social practice.  Supporting such an 
approach, Matthewman (2011, p.16) argues: 
Technologies are social through and through.  They are designed, 
manufactured, marketed, accessed and used by humans.  For these reasons 
they can never exist outside society.  
 
This underlines the pervasive roles of technologies which are transformed and developed by the action 
of human actors, highlighting the interrelationships of technologies and humans.  Latour (1991, p.129) 
echoes such interrelationships which can give rise to changes or innovation in a social practice, insisting 
“society and technology are not two ontologically distinct entities but more like phases of the same 
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essential action.”  That means a practice is formed when both technology and humans assemble and 
make an impact on each other. 
To provide an explanation of a social practice by focusing on the role of technology from various socio-
technical dimensions, the Actor-Network-Theory (ANT) foregrounds the agency of technologies through 
a network of associations made up of human and non-human actors (Matthewman 2011).  This 
framework privileges the investigation of the interaction of actors, both human and non-human, in 
forming social practices (Latour 2005, 1987) (see further discussions in Section 4.3.1).  ANT supports the 
idea that technologies and humans are treated with equal importance.  In translation studies, the 
framework homes in on the technological dimensions in translation practices when applied to the 
discussions on the dynamic changes taking place in more recent translation practices (see earlier 
studies, such as O’Hagan 2017; Zhang 2015; Risku and Windhager 2013).   
Furthermore, ANT helps explore the translators’ roles on the basis of a network of human and non-
human actors to accomplish translation tasks in a new and changing environment (Chesterman 2006, 
p.23).  That means ‘translation’ is expanded from a subject field or a product of meaning transfer 
understood in translation studies as mentioned in Section 1.2 to be treated as an object of study in its 
own right which involves the social relations between the actors (translators and other human and non-
human actors in translation).  In the present research, ANT provides the main analytical framework to 
investigate the shared input and roles of both human and non-human actors in the non-professional 
translation practice of fansubbing.  This framework allows actors in fansubbing to be not limited to 
fansubbers and non-translating fans, but also to incorporate external factors, including the legal 
framework and technologies.  The legal framework is included as a factor which is embedded in human 
actors when they perform fansubbing practices in fansubbing communities.  Other actors, especially 
fansubbers, interact with technologies, where the technologies fulfil roles such as infrastructure and 
tools, and which can influence the formation of fansubbing communities (see further discussions in 
Section 6.1.3).   
ANT encourages and privileges an ethnographic study, where the investigation of the network starts at a 
micro level from defining each actor and describing their associations, leading to the description of the 
whole practice at a macro level (Law 2007).  Ethnography can provide first-hand observation data on 
how actors decide and interact with other actors in building and transforming a network (Buzelin 2005, 
p.198).  This can be applied to the case of translation agents and in particular translators (Folaron and 
Buzelin 2007).  Prior studies in translation studies, such as O’Hagan (2017), Risku and Windhager (2013), 
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and Abdallah and Koskinen (2007), used ethnographic data to identify translation as a social practice by 
examining translators and their interactions with other actors.  Since this research draws on ANT, an 
ethnographic method for data collection is considered most appropriate to investigate the interactions 
between networks of actors in social practices (Latour 1999, 1997; Law 2004).  An ethnographic method 
is used in the present research to collect data on the interactions of fansubbers with other key actors in 
fansubbing communities. 
The present research takes a socio-technical approach to investigate in-depth interactions of fansubbers 
and other human and non-human actors in online fansubbing communities with virtual ethnography 
(see Section 4.2), more specifically through the methods of surveys and interviews (see further 
discussions in Section 5.1).  The data are analysed using ANT as a main framework (see further details of 
ANT in Section 4.3).  The three concepts, namely affinity spaces (Gee and Hayes 2011), networked affect 
(Hillis, Paasonen and Petit 2015), and epistemic trust (e.g. Origgi 2013, 2012) are also used to interpret 
the collected data (see further discussions in Section 4.4).  The coding scheme applied to the data 
analysis is discussed in Section 5.2, and is further developed in the discussions of the analysis and 
research findings in Chapters 6, 7 and 8.  The research design in reference to the relevant chapters in the 
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4.2 Data Collection Approach: Virtual Ethnography  
 
Ethnography seeks to explore everyday life phenomena by paying particular attention to participants’ 
behaviour in performing a social practice (Boellstorff et al. 2012; Wolcott 2008).  Boellstorff et al. (2012) 
emphasise the roles of participants in transforming practice in various socio-cultural contexts.  This is 
aligned with ANT which seeks to understand the interactions of actors in building a network in social 
practices.  Since fansubbers mostly conduct fansubbing practices in online communities, the 
ethnographic method is employed in digital environments.  Many terms, such as ‘digital ethnography’ 
(Pink et al. 2016), ‘netnography’ (Kozinets 2010), and ‘virtual ethnography’ (Hine 2000), have been used 
in reference to the ethnographic study in online settings.  Amidst these various terms of ethnography 
involving online interactions, the key concepts of ethnography remain consistent, which is to explore the 
given social phenomenon from the researcher’s participation, progressive data collection, and enquiry 
(Hine 2008, p.259).   
Hine (2008, p.257) identifies virtual ethnography to describe the ethnography of online communities 
which are formed through social interactions in Internet-based settings.  In accordance with key 
principles of virtual ethnography, Hine (2000, p.63-65) values the connections between technologies 
and people’s lives, maintaining that virtual ethnography can “develop an enriched sense of the 
meanings of the technology and the cultures which enable it and are enabled by it” (Hine 2000, p.8).  
This supports a socio-technical approach used in the current study where technologies, the Internet in 
particular, take a crucial role in the interrelationships of the fansubbing community.  Technologies 
become either a tool for communication of participants or a platform for forming communities whose 
roles are transformed following interactions with other participants.  The emphasis on the roles of 
technologies makes it somewhat different in definition from netnography (Kozinets 2010).  The latter 
focuses more on the methods in collecting the data from Internet-mediated communication between 
participants.  It does not pay particular attention to the Internet as a key actor which interacts with 
participants and affects participants’ interactions.  Virtual ethnography, therefore, fits the focus of the 
present research, which includes the external factor, i.e. technologies, in the investigation of the 
interactions of fansubbers and other key actors in online communities.  The present research therefore 
adopts virtual ethnography as an approach to data collection. 
Virtual ethnography highlights the ethnographer’s involvement in collecting data for the study.  
Technologies facilitate the researcher in interacting with the target participants of the study and 
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observing practices across temporal and spatial dimensions (Hine 2000, p.65).  The ethnographer can 
take roles as an informant who directly engages in the practices or as an outsider who does not belong 
to the community of their study.  Gaining the data from an insider perspective can be advantageous as 
the ethnographer can more easily build relationships and receive in-depth information from the 
participants than outsiders (O’Reilly 2009, p.114-115).  On the other hand, the ethnographer who is an 
outsider can provide a more scientific or objective explanation of the data than an insider (ibid., p.111-
112).   
These insider and outsider perspectives on data collection show subjectivity of the ethnographer when 
interpreting the data.  In order to maintain critical data interpretation, reflexivity is pivotal in virtual 
ethnographic studies.  The concept acknowledges the ethnographer’s subjective engagement in the 
ethnographic data as a way of producing knowledge through their experiences and interactions with 
other people and things (Pink et al. 2016, p.12; Hine 2008).  The ethnographer is considered as a 
participant in the social practices and therefore needs to demonstrate responsibility by avoiding any 
manipulation of the data to serve his/her own interests (O’Reilly 2009, p.189-190; Hammersley and 
Atkinson 1995).  A theoretical framework and sufficient evidence from the data can strengthen the 
interpretations made by the researcher (Kozinets 2010, p.166) 
In order to capture the transformation or changes of a social practice in various socio-cultural contexts 
based on the participants’ behaviours, a mixture of approaches to data collection, such as participant 
observation and interviews, is applied (Boellstorff et al. 2012).  Although observation techniques are 
priviledged in virtual ethnography, the present research did not use these techniques as Thai fansubbers 
prefer to maintain their privacy during the fansubbing process.  In addition, Thai fansubbers of Korean 
TV programmes usually form their own community rather than having one main community where a 
large number of fansubbers gather to collectively produce translations, as presented, for example, in Li 
(2015) who observed a fansubbing group in Chinese contexts.  Therefore, it is challenging to approach 
and observe these Thai fan communities.  Still, the current study is considered as using a virtual 
ethnographic method through surveys and interviews which take place in fansubbing communities.  
That is because (1) the researcher uses her native status to conduct the surveys and interviews; (2) the 
researcher uses her fan status and experience in the AVT industry to her advantage when approaching 
the participants and collecting the data.  By using her status and experience, the researcher can conduct 
the interviews with the participants in a cooperative manner (see further discussions in Section 5.1).  
This can provide rich data related to fansubbing activities, which are influenced by social, cultural, 
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technological and legal environments.  The present research then applies ANT as a framework for 
analysis, which is explained in the following section. 
 
4.3 Framework of Analysis: Actor-Network Theory (ANT) 
 
4.3.1 Key principles in ANT  
 
ANT provides a framework for investigating technological innovation and scientific advancement 
(Chesterman 2006, p.21) and accounting for in-depth understandings of new topics in technologised 
environments (Latour 2005, p.142, 195-199).  It seeks to shed light on the causes of success or failure of 
technological innovations introduced to a group of users (ibid.). 
ANT puts an emphasis on investigating the association between human actors and non-human artefacts 
in social practices.  The framework is introduced as ‘sociology of translation’ by Callon (1986) in the 
exploration of the population of scallops in St Brieuc Bay.  In Callon’s study, an attempt is made to 
increase the number of scallops through an observation of the progressive process of transformation in 
the interrelationships between the relevant actors.  This means investigating the way in which relevant 
actors, i.e. the researchers, fishermen, and scallops, interact with one another in order to achieve their 
goals, such as gaining knowledge, preserving their economic interests, and surviving, respectively.  
Through their interactions, the actors take actions and their roles are transformed.  This is called the 
process of ‘translation’, which subsequently affects the population of scallops.  The term translation is 
used differently here from its use in translation studies as the former treats translation as the object for 
analysing the transformation of the actors when they interact with each other (Pym 2010).  Translation 
in ANT is considered as the movement of actors in the network where both human and non-human 
actors collectively undertake, negotiate, interpret and transform their roles in order to fulfil their 
interest or complete their tasks (Latour 1987, p.108, 117; Callon and Latour 1981, p.279).  In other 
words, ANT focuses on the way in which the network is formed dynamically with particular attention on 
the negotiations and interrelationships between the actors (Pym 2010, p.155). 
Callon (1986) identifies four overlapping moments of ‘translation’: (1) The process starts when each 
actor shows an interest in overcoming obstacles in order to achieve their goals (problematization); (2) to 
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fulfil such goals, the actors cannot accomplish the task alone, so they gather in a group and form 
alliances (interessement); (3) they negotiate their roles with other actors in order to carry out the task 
(enrolment) and (4) negotiations between actors lead to transformations of their roles and mobilise the 
practice (mobilisation).  This process marks the continuity of a social practice which is developed by the 
interrelationships between actors, leading them to compromise and transform their roles in order to 
accomplish the task.  
Focusing on the translation process of actors, Latour (1987, p.236) believes, from an anthropological 
perspective, that the investigation of such a process provides new insights into how each actor fulfils 
their roles in achieving their goal.  Callon (1986) introduces the three principles of ANT, which include (1) 
acknowledging the transformation of actor roles in social practices; (2) exploring the interrelationships 
of human and non-human actors; and (3) highlighting free association of the actors.   
In relation to the first principle, ANT focuses on the idea of “let[ting] the actors have some room to 
express themselves” (Latour 2005, p.142).  Each actor has the power to take action in order to enrol and 
mobilise social practices.  Multiple actors can define and shape one another (Law 2007, p.7).  These 
actors can become either ‘mediators’ whose roles are dynamic or ‘intermediaries’ whose roles are to 
trigger an action only (Latour 2005).  They “transform, translate, distort, and modify the meaning or the 
elements they are supported to carry” (ibid., p.39).  Transformation of actor roles occurs when actors 
gather together in an attempt to negotiate any obstacles or contradictions around them to fulfil their 
goals.  Such group formation refers to the ‘association’ in social practices (Latour 2005).  The well-known 
example of hotel keys by Latour (1991) demonstrates the manifestation of such a transformation.  The 
hotel manager sought a measure to make guests return their room key to the front desk before going 
out of the hotel in order to reduce the number of lost keys.  He increased the weight of the key by 
attaching it to a heavy metal key ring so that it was more difficult for guests to carry the key with them 
when outside the hotel.  This shows how the role of the hotel key is transformed from an object used to 
open a door into an object which implicitly puts pressure on guests to return to the hotel’s front desk.  
This example highlights the exploration of social practices from a specific ‘local’ context, which refers to 
various roles of the actors in the practices. 
The interrelationships of human and non-human actors can be demonstrated in this example (Latour 
1991).  In order to encourage the guests to return the key to the hotel’s front desk, the manager not 
only told the guests to return the keys, but also enrolled non-human actors into the process.  Written 
notices were placed around the hotel and the weight of the key was increased to encourage the guests 
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to return it.  This shows how these actors (the hotel manager, guests, written notice, and keys) play a 
role and form associations in transforming guests’ behaviour to leave the key at the hotel’s front desk 
rather than to keep it on them.  This makes manifest that inanimate objects have a role in forming social 
practices when they affect other actors to transform the course of action.  This example also shows that 
social practices can be explored by paying attention to the interactions of human and non-human actors 
in mobilising the practices.  An actor is “any thing that does modify a state of affairs by making a 
difference” (Latour 2005, p.71 [original emphasis]), suggesting that human and non-human actors are 
equally important key elements in the association of social practices.  This indicates the ‘principle of 
symmetry’ in ANT (Latour 2005), showing that the practices are not performed by an individual actor, 
but by the interrelationships between heterogeneous elements where each actor’s ideas or actions can 
influence one another, leading to transformation of their roles and mobilising the practices. 
The free association of actors in the third principle indicates that group formation in ANT is flexible, 
depending on the interactions of actors involved in the practices (Latour 1987).  In the ANT framework, 
the association of actors is dynamic as any new participants, both human and inanimate objects, can 
enrol and mobilise the network.  Such associations, where success and failure of the practices can be 
determined, underline the uniqueness in the continuation of interrelationships between human and 
non-human actors when a practice is performed.  A small difference in the interrelationships of the 
actors, such as the replacement of an individual actor or unexpected events in the interrelationships 
between actors, can result in a change in the association (Latour 2005, p.36-37).  This means that such 
interrelationships can be transformed when there are new actors, resources or groups in the 
association.  These interrelationships of actors can thus give rise to innovation or cause failure in social 
practices (Latour 2005).  For example, in Callon’s study on scallops (1986), an action of some fishermen 
can lead to the failure of the experiments.  Although the fishermen had agreed to participate in the 
experiments by avoiding the collection of the scallops in the rearing areas, some of them later broke the 
agreement one night, leading to the failure in scallop rearing (ibid., p.16).  Nevertheless, the failure can 
provide an opportunity for the actors to point out any problems that occurred because of the 
interactions of each actor, thereby seeking new strategies by renegotiating the roles of the actors for 
further development (Law 2007).  This highlights the particular application of ANT to the network of 
interrelationships with a main focus on the movement or translation process of human and non-human 
actors in a social practice (Latour 2005).    
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However, ANT has faced some criticism that it could underestimate the subjectivity of individual human 
actors due to equal treatment of human and non-human actors (Hekkanen 2009), and the influence of 
pre-existing social structure (Buzelin 2007).  This is because ANT primarily focuses on the equal 
treatment of human and non-human actors and their actual interactions in given practices.  It pays close 
attention to the ways in which human and non-human actors impact each other and transform their 
roles in a given practice rather than specifically taking into account the social backgrounds of human 
actors which can influence their decisions in a social practice.  In addition, ANT seems to focus more on 
the semiotic analysis of representation than of performance.  The framework seeks to describe how a 
network of actors is constructed and becomes irreversible (Whittle and Spicer 2008), but it seems to 
overlook the evaluation of networks, such as assessing performances of human actors, and how a 
network is performed (Cresswell, Worth and Sheikh 2010; Cressman 2009).  That said, although the 
present research does not give a full-fledged ANT analysis of fansubbing communities, with the focus on 
Thai fansubbers, the framework is still useful for the present research for its exploration of the dynamic 
networks of fansubbers and other actors in fansub production in the interest-driven communities, and in 
particular provides a way to gain an in-depth understanding of the pervasive roles of digital technologies 
in fansubbing.  Moreover, the ANT framework allows the researcher to take into account the impact of 
external factors, such as the legal framework, on human actors in the fansubbing network.  As such, the 
current study takes ANT as a main framework in the exploration of the fansubbing actor network. 
 
4.3.2 Application of ANT in translation studies 
 
The ANT framework has already been applied to translation studies research.  Buzelin (2007, 2005) 
proposes ANT as a research methodology for translation research by focusing on the production 
network of translation.  She shows how ANT enables translation scholars to take into consideration 
multiple translation agents and their interactions with each other during the translation process (Buzelin 
2005).  She presents an example of the literary translation business, which facilitates the researcher to 
explore translation agents, such as the publishing house and the editor in addition to translators, who 
are all involved in the production process of literary translations (Buzelin 2007).   
Abdallah (2010) observes the multiple roles of professional in-house translators in the translation 
business.  These varying roles assigned to each translator can cause stress and conflicts among 
employees and impact negatively on translation work ethics.  However, it is important that the 
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translators keep a good balance between meeting deadlines and producing high quality translations.  
Drawing on ANT, Abdallah (2012) concludes in her dissertation that translation quality is not solely the 
responsibility of translators, but it depends on the interactions of translators with other actors in the 
production networks, which are related to the issues of trust and work ethics as previously discussed in 
Section 3.2.1.  Challenging working environments, such as conflicts related to work ethics between 
employers and translators and lack of trust between actors, can emotionally affect translators in 
producing high quality translations. 
Another key aspect in ANT is the acknowledgement of the roles of non-human actors in the practice.  
Risku and Windhager (2013) study the network in professional translation management.  They discuss 
that the changing environment, particularly technological advances, can influence the decision making 
of translation agents in completing their work.  For example, translation technology, such as translation 
memory, was found to help ease the burden of work on translators during a translation task (Risku and 
Windhager 2013).  In this way, their study emphasises the impact of translation technologies on the 
translation production network by facilitating translators in producing their work on the basis of ANT. 
In turn, Zhang (2015) applies ANT to observe the network of game localisation in China, which, in her 
definition, involves the translation and adaptation of digital game contents by taking into consideration 
the cultural, technical and political environments.  She explores the interrelationships of game 
translators with other actors, such as the industry, the public authority, game players and the 
technology.  Her study found that such interrelationships have an impact on the workflow of the game 
localisation business in the Chinese context, ranging from importing games to producing translation as 
end products. 
O’Hagan (2017) focuses on online environments and applies ANT to discuss the roles of the digital 
platforms as in the collaboration of volunteer translators in Polish Facebook translations.  She argues 
that the design of the platform, which does not facilitate interactions between volunteer translators and 
the Facebook administration team, obstructs the trust and autonomy of the translators when producing 
translations. 
The above studies demonstrate that ANT can be usefully employed in the exploration of the 
interrelationships between actors involved in the network in translation practices and its significant 
impact on the resulting translation.  ANT helps reveal that translators are not the only key actors in the 
translation production, but their interactions with other actors, both human and non-human, also have 
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an impact on the working environments in translation (Zhang 2015; Risku and Windhager 2013; Buzelin 
2007, 2005), which are related to the issue of work ethics (Abdallah 2010), trust (O’Hagan 2017) and 
translation quality (Abdallah 2012).  Such issues in working environments are observed in the current 
research. 
 
4.4 Key Concepts Used in the Analysis of Collaboration in Fansubbing 
 
In order to explain the interrelationships of human and non-human actors in fansubbing as described in 
the ANT framework, three main concepts have been identified, namely affinity spaces (Gee and Hayes 
2011), networked affect (Hillis, Paasonen and Petit 2015), and epistemic trust (e.g. Origgi 2013, 2012).  
These concepts take into account the contributions of both humans and objects (social and material 
distributions) in collaboratively inventing new ideas or products over a period of time (temporal 
distribution), which are discussed in the conceptualisation of distributed creativity (Glăveanu 2014) (see 
Section 3.3.3). 
 
4.4.1  Affinity spaces 
 
With specific focus on creating new ideas and products, Gauntlett (2011) emphasises the crucial role 
played by digital environments in facilitating Internet users.  Similarly, Glăveanu (2014) pays particular 
attention to the roles of objects or materials in producing creative work.  Developed from game-based 
learning in the context of learning and literacy, the concept of affinity spaces or ‘passionate affinity 
spaces’ (Gee and Hayes 2011, p.69) focuses on a knowledge-sharing space, facilitated by digital 
environments, for people who have shared interests (Duncan and Hayes 2012).  Such a concept is highly 
relevant to fansubbing practices which are embedded in online communities and therefore helps 
consider the dynamic roles of digital environments and the way in which people take advantage of the 




Key characteristics of affinity spaces 
According to Gee and Hayes (2011, p.70-71), common characteristics of affinity spaces include:  
(1) Individuals do not need to have official credentials or expert status. 
(2) They share a strong passion and are willing to show their commitment to various degrees. 
(3) They show active participation.  
(4) They have flexible roles. 
(5) Knowledge and experience are shared in affinity spaces. 
(6) There is no fixed boundary; any interested person can join.  
(7) Individuals can become experts from the knowledge they have gained due to their interest. 
Affinity spaces are learning resources for individuals of any status (i.e. mentors or newcomers) in any 
location to share and/or gain knowledge when they participate in the space without fixed boundaries 
(Hayes and Gee 2010, p.188).  Through their interest, affinity spaces provide an opportunity for 
participants to develop their skills and their dedication beyond their interest, giving rise to passion 
which keeps them engaged in the practices (Gee 2012).    
Within affinity spaces, the level of experience and the extent of contributions determine the 
trustworthiness of the participants (Gee and Hayes 2011).  Those who have more experience are likely 
to earn more respect and reputation from other participants.  Not only do participants share knowledge 
and experience, they also give and receive emotional support within the interest-driven space.  
Moreover, the participants can influence one another in the decision-making process that implies a 
collective effort of the participants in the team.  Team members contribute skills, knowledge or 
expertise to collaborate with others to benefit the entire group.  This collaboration leads to the 
formation of cross-functional teams (Gee and Hayes 2011, p.81).     
Furthermore, in affinity spaces, participants are able to form their own rules and values.  This shows a 
flexible form of interaction where participants have the power to negotiate with others and make 
decisions based on their own interests (Gee and Hayes 2011, p.126).  Affinity spaces also illustrate how 





Collaborative learning environment in digital spaces: application of affinity spaces 
The concept of affinity spaces has been applied to studies which focus in particular on learning in digital 
environments.  For example, Duncan (2012) draws on the concept to explore the motivation of 
individuals in skill acquisition.  His study found that the individuals possibly learn game-related skills so 
that they can engage in their favourite games and gaming culture.  Such findings suggest that the 
individuals participate in affinity spaces in order to acquire skills not because of their own merits, but in 
the hope that they can use the skills as a medium to serve their passion (Duncan 2012).   
Focusing on learning outside school, King (2012) investigates learning and participation of young people 
in affinity spaces.  The findings reveal that the target participants, driven by their interests, rely on their 
peers and engage with a variety of affinity spaces in developing their skills.  In a collaborative space, the 
skills of the participants are also related to their status, encouraging them to set goals to enhance their 
knowledge.  Such learning environments provide young people with opportunities to extend their 
knowledge beyond the classroom (King 2012).  
Lindgren (2012) adopts the concept of affinity spaces and examines the reactions of Internet users from 
comment threads of how-to videos on YouTube.  The results indicate that digital spaces, such as 
YouTube, become an interactive space for the users to share, negotiate and develop their knowledge.  
The spaces also create supportive environments in learning where users are encouraged by their peers 
through feedback on the comment threads.  These findings underline the importance of the functions 
available in digital technologies which support knowledge sharing environments.  
The concept of affinity spaces has also been linked to audiovisual translation performed by fans.  Here, 
online environments facilitate fans to collaboratively form a network of subtitlers for them to 
communicate and create their own subtitles for those who have a mutual interest (Pérez-González 
2014).  The concept helps highlight the active roles played by audiences who acquire skills and 
contribute knowledge to serve their fandom, indicating the transformation of media consumption into a 
bottom-up relationship with the media industry.   
O’Hagan (2008) also discusses the fan translation network as a learning space for fansubbers.  
Fansubbers are so driven by their strong interest in the domain that they have an in-depth 
understanding of the contexts of their favourite programmes; this shows their genre expertise.  Their 
expertise in the context of their interests is shared within the communities, thus developing a learning 
space for fan translators (O’Hagan 2008).  The concept of affinity spaces as shown in fan translation is 
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proposed to be further developed in improving supportive environments for translators in learning and 
gaining experience in translator training (ibid.). 
The key characteristics of affinity spaces and the aforementioned literature elicit the affordances of 
digital technologies in facilitating individuals who share a common interest to engage in their activities.  
This concept allows the research to focus on the active roles played by online technologies in the 
exploration of collaboration, which can enhance creativity (Glăveanu 2014, Gauntlett 2011) in 
fansubbing.  Moreover, the concept emphasises the interrelationships between human actors in sharing 
knowledge and experiences, which can support the flow of creativity (Czikszentmihalyi 2013).  Affinity 
spaces can emphasise the social distribution of individuals in creativity (Glăveanu 2014), where they 
take multiple roles, such as creators and audiences, mentors and students, to collaboratively develop 
new products.  These interactions of individuals in learning new skills and creating new ideas or products 
simply in order to serve their own passion illustrate the wisdom of crowds (Surowiecki 2004) in digital 
spaces where diverse knowledge from a collective group of people can lead to better results. 
The concept of affinity spaces (Gee and Hayes 2011) can be linked to the second principle of ANT which 
takes into account the interrelationships of human and non-human actors in forming a social practice 
(Latour 2005).  That is, affinity spaces account for the roles of non-human actors, especially the digital 
infrastructure, in facilitating a group of fans who share a strong interest in their favourite programmes in 
fansubbing practices, constituting online communities.  The concept enables the researcher to explain 
the way in which the digital infrastructure becomes a space for fan community members to share 
fansubbing experiences and responsibilities relating to fansubbing.  It also helps explore the nature of 
the collaboration within a fansubbing team where the number of fansubbers and their differing levels of 
experience can affect the way in which the team produces fansubs in online spaces.  The application of 
the ANT framework together with this concept therefore helps to answer the way in which Thai 
fansubbers exploit technology and collaborate with their community members in the production and 
circulation of fansubs. 
 
4.4.2 Networked affect 
 
As discussed in Sections 1.1 and 3.1, fansubbing is conducted by fans who are driven by their strong 
interest in their favourite programmes and are deeply engaged in the practices on online platforms.  
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This suggests that affects play a crucial role in fansubbing practices.  In turn, Czikszentmihalyi (2013) and 
Gauntlett (2011) hold that affects, such as enjoyment and satisfaction of individuals, encourage 
creativity as a driving force for the development of new ideas and products.  Such an emphasis on 
affects and the consideration of the interactions of individuals and digital technologies in fansubbing 
lead the current study to introduce in this section the concept of networked affect which focuses on the 
affects developed in online communities. 
 
Definitions of affect 
A difficulty in defining the concept ‘affect’ has been well noted in the context of translation studies and 
elsewhere (O’Hagan 2016c).  Taking a socio-technical approach, the present research treats affect 
particularly from the perspective of social psychology as closely related to emotion which can be 
developed by the interrelationships with both humans and objects.  That said, an extended discussion 
on the full spectrum of affect theory is beyond the scope of the present research. 
Affect in psychology is mainly related to emotions of social actors with slight differences in 
interpretations among scholars.  Keltner and Haidt (1999, p.509) state that affect involves “the 
conscious feeling of emotion produced by appraisal processes”.  It can also refer to “a bodily capacity, a 
bodily readiness, a trigger to action, including the action of feeling an emotion” (Clough 2012, p.23).  The 
concept of affect plays a significant role in social psychology because it influences cognition and/or 
behaviours of the social actors in doing an action.  Calvo and D’Mello (2010) also consider affect as very 
similar to emotions.  In the field of affective computing, Picard (1997) addresses the fact that affect or 
emotions have a pivotal role in enhancing the intelligence of individuals.  Affect has an impact on 
individuals in making decisions, actions, and social interactions, forming experiences and behaviours in 
everyday activities (Calvo and D’Mello 2011, p.3).  Affective states, such as engagement and curiosity, 
can be observed through a number of signals of emotional responses, including written language or 
texts (Calvo and D’Mello 2010).   
Affect has also been linked to the creativity of individuals from a psychological perspective (e.g. Russ and 
Wallace 2013, Amabile et al. 2005).  In the investigation of affect and creativity in the workplace, 
Amabile et al. (2005) claim that positive affect can stimulate an individual’s cognition, leading to the 
development of creative processes.  They propose the affect-creativity cycle where the affective states 
encourage cognitive variation, and, through the incubation process, result in creative thought, which 
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further leads to positive affect (Amabile et al. 2005, p.392, 394).  The cycle shows the connections 
between affect and creativity, which have been developed on the individual level.  Similar to the view of 
Amabile et al. (2005), Russ and Wallace (2013) elaborate on the interrelationship between affect and 
creativity through an individual’s cognition.  They investigate creativity through the affective process in a 
children’s pretend play.  Their study identifies “the amount of affect – positive and negative – expressed 
in play related to divergent thinking” (Russ and Wallace 2013, p.141).  This shows that positive and 
negative emotions, which are reinforced from the interactions during the pretend play, stimulate 
children to come up with new ideas, leading to creative production.   
Concept of networked affect 
Not only does affect encourage creative production at an individual level, it is also shared among a 
group, resulting in the development of creativity in a collaborative way.  Affect does not emerge only 
from individuals.  Previous studies (e.g. Karatzogianni 2012, Mackley and Karpovich 2012, Picard 1995) 
state that objects can actually produce affective processes.  For example, affective computing (Picard 
1997, 1995) is an approach focused on the fact that computers can be programmed to recognise, 
interpret and/or respond to humans’ emotions when they interact with humans.  An example of 
affective computing is shown in digital interactive games which can stimulate individuals’ emotions, 
holding their attention to engage in the activity.  Mackley and Karpovich (2012) also state that 
individuals can build emotional connections to objects when they have used and interacted with the 
objects.  Digital technologies enable individuals to express their emotional connections by telling their 
stories and memories involved with the objects through digital platforms, and such memories can be 
stored in a digital archive like websites (Mackley and Karpovich 2012).  This supports the point that 
objects play a role as “vessels through which such varied and imagined contexts can be played out” 
(ibid., p.140).  Digital platforms in turn can become spaces providing information which can stimulate 
public emotional reactions, as manifested in the case of Wikileaks where materials involved with 
political issues have been published, causing public uproar which can lead to shifts in global politics 
(Karatzogianni 2012).  These emotional connections between individuals and objects develop when they 
interact with each other, and underline the fact that particular attention needs to be paid to tracing the 
affect of networked interactions and connections between humans and objects, especially in digital 
environments. 
Aragon and Williams (2011) note that creativity can be stimulated by collaboration of individuals and 
objects.  The interactions of individuals and materials, particularly technologies, can stimulate shared 
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affective states, driving the creation of new ideas or products in collaborative practices.  Similar to 
Aragon and Williams (2011), Hillis, Paasonen and Petit (2015) place particular focus on the online 
network of human and non-human actors, thereby proposing the concept of ‘networked affect’.   
The concept supports “how individual, collective, discursive, and networked bodies, both human and 
machine, affect and are modified by one another” (Hillis, Paasonen and Petit 2015, p.3).  In the 
circulation of data and information, human and non-human actors communicate and make connections 
with one another.  Through such connections, the actors develop affect to the extent that such 
emotional attitudes influence them to continue their collaborative production, distribution, and 
consumption (Hillis, Paasonen and Petit 2015).  Networked affect pays particular attention to digital 
technologies, such as social networking sites and online applications (ibid.).  The technologies act as a 
tool in facilitating interactions or encounters in the network of actors, giving rise to the affect which 
impacts the collective formation of cultural practices.   
The concept of networked affect has also been linked to the free labour of everyday Internet users in 
digital environments.  Such free labour is closely connected with immaterial labour where the actors, 
driven by shared emotions, use their collective knowledge and voluntarily contribute to cultural 
production (Terranova 2013).  The collective effort of the actors is then compensated for in the form of 
non-monetary rewards, i.e. pleasures and responses from peers (ibid.).  These rewards are derived from 
emotionally intense experiences of those who interactively participate and engage in the practices 
(Jarrett 2015). 
Jarrett’s study (2015) focuses on the observation of the digitally-mediated interactions of users on 
Facebook.  The study reveals that digital technologies allow users to interact with the platforms and 
other users in a specific way.  These interactions between users and technologies can lead to affect in 
the network of actors, generating ‘gift exchange value’, such as the ‘Like’ button on Facebook, and 
encourage ongoing participation in the network (Jarrett 2015). 
The interactions of individuals on social networking sites, such as Facebook, have also been discussed in 
Karppi’s study (2015).  The interfaces on social media, such as Timeline on Facebook, allow users to 
share their views and stories, making them feel engaged in interactive discussions.  This shows the way 
in which a technological platform, as a non-human actor, creates networked affect among users, 
encouraging them to continue their connections with others. 
 86 
Networked affect can also be seen in game localisation where games are adjusted in terms of language, 
cultural and technical features to allow users in the target market to form an emotional engagement 
when playing in their specific contexts (O’Hagan 2016c).  O’Hagan discusses how localised games impact 
the emotions of players when they interact with games through technological platforms.  Translations of 
games can also affect the players’ emotional responses to differing degrees during the game experience.  
This study provides an example of the influence of affect in translation practices from the perception of 
the audiences.   
The networked affect can be connected to the ‘flow of creativity’ (Czikszentmihalyi 2013) and ‘everyday 
creativity’ (Gauntlett 2011), where the passion is seen as central in maintaining individuals’ focus on 
their activities, encouraging them to invent new ideas or products in digital environments.  The concept 
also helps highlight material distribution in creativity (Glăveanu 2014), as manifested in the Facebook 
interface using the ‘Like’ button, which can trigger positive affects and engage individuals in their 
activities.  Such engagement in online environments also possibly encourages the interactions of 
individuals in creating novel ideas and products (social distribution) in creativity (Glăveanu 2014).   
The concept of networked affect (Hillis, Paasonen and Petit 2015) allows the researcher to pay attention 
to the interactions of the human actors, i.e. fansubbers and non-translating fans, and non-human actors, 
particularly digital technologies, in fansubbing practices whether such interactions can affect the 
emotional attitudes of fan community members when they participate in online communities.  This can 
be associated with the flexibility of group formation as supported by the ANT framework where relevant 
actors can freely participate by taking various roles in forming the practices.  The application of the 
networked affect in the current study therefore helps to observe how affects can play a key part in 
encouraging fan community members to put their voluntary efforts into fansubbing and foster their 
interrelationships in digitally-mediated environments. 
 
4.4.3 Epistemic trust 
 
In addition to affects, the recent literature in translation studies highlights the significance of trust in 
fulfilling translation goals and maintaining ethics in translation practices (see Section 3.1.2).  It was 
shown in Chapter 3 that trust is arguably a factor which seems to help sustain collaboration in 
translation practices although it is largely unknown to what extent this might be applicable to fan 
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communities.  The literature on trust has largely focused on professional contexts rather than non-
professional translation practices, leaving ample scope for research on fansubbing.  This in turn leads 
the present study to further explore trust by taking into consideration the concept of epistemic trust as 
discussed below in order to understand underlying factors shared among fan community members to 
sustain their collaboration in online fansubbing communities. 
When collaborating on a new idea or product, particularly in digital environments, trust is a factor which 
helps form relationships between individuals (McLeod 2015) and is treated as a support for fruitful 
collaboration among the individuals (Gauntlett 2015, p.88).  There are three main aspects of trust, 
namely the extent to which: (1) the trustor can accept risks of being betrayed; (2) the trustee can fulfil 
the expectations of the trustor; and (3) the trustor feels optimistic towards the trustee (McLeod 2015).  
Trust is considered the foundation of social integration which is related to emotion, cognition and 
behaviour of individuals (Lewis and Weigert 2012).  The issue of trust has been discussed in various 
disciplines, such as philosophy (e.g. McLeod 2015, Origgi 2012), psychology (e.g. Fonagy and Allison 
2014), sociology (e.g. Luhmann 2000; Lewis and Weigert 1985), and business studies (e.g. Johnson and 
Grayson 2005).  It has been mainly explored from either a reductionist perspective, focusing on trust 
building from relationships and interactions on an individual level, or a contextual perspective with 
holistic accounts of the impact of environments on individuals in collectively building trust (Bachmann 
2011; Lewis and Weigert 1985).   
When building trust in a collective group, individuals have rational ground on which to support their 
beliefs (McLeod 2015).  Such justified belief is called epistemic trust.  Epistemic trust is related to the 
social dimension of knowledge and develops from an individual’s social experience through a shared 
context of communication (Origgi 2014).  This means that individuals depend on the knowledge of 
others to learn more information themselves, and they also take the risk of being misinformed 
(Hendriks, Kienhues and Bromme 2016).  Most often, individuals do not passively trust, but rely on their 
knowledge and experience to make judgements about their informants and the content presented to 
them (Origgi 2012).  Epistemic trust is related to trust via the interlocutors that individuals use to 
communicate, and it involves “the complex cognitive mechanisms, emotional dispositions, inherited 
norms, reputational cues we put at work while filtering the information we receive” (ibid., p.224). 
Origgi (2012, p.227) provides details of mechanisms or different sources of trust which individuals rely 
on when filtering information.  These sources include: (1) inference on the subject’s reliability (i.e. the 
informant’s expertise or personal relationships with the informant); (2) inference on the content’s 
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reliability (i.e. the content which the listener can relate to, convincing arguments); (3) internalised social 
norms of complying with authority (i.e. those who have a higher authority or status in social norms); (4) 
socially distributed reputational cues (those who have reputation in the social network); (5) robust 
signals or any evidence which is known as a fact; (6) emotional reactions; and (7) moral commitments 
(i.e. ethical beliefs).  This shows that epistemic trust includes both reductionist and contextual 
perspectives in the exploration of trust as this concept considers individuals as cognitive and social 
beings, and addresses trust as developed from the interpersonal relationships between individuals.  
Various mechanisms used to develop epistemic trust proposed by Origgi (2012) indicate how individuals 
rely on their experiences and surroundings, both from other persons and social systems, in order to 
acquire information.  That is why they are willing to take certain risks and form trust. This can be related 
to trust in online environments where the individuals rarely have face-to-face communication.  In order 
to gain knowledge, individuals build trust with others based on their attitudes formed through their 
interactions in online communicative spaces.  In order to judge the credibility of online sources, 
individuals rely on user opinions shared within the networked system (Origgi 2013, p.34).  Trust building 
is, therefore, a dynamic process which is developed by the social relations in shared environments which 
can be applied to the social network of interactions in digital environments (ibid).   
Epistemic trust has also been addressed by other scholars.  Fonagy and Allison (2014) claim that 
epistemic trust is developed by close social connections and bonds in the form of attachments between 
individuals.  When individuals have a tacit understanding and share the same beliefs with others, they 
form attachments between one another.  Such attachments can then be used to build trust, which 
influences individuals when accepting new knowledge (Fonagy and Allison 2014). 
Regarding individuals as social beings, Daukas (2006) considers that epistemic trust has been built from 
the attitudes which individuals have towards others in a collective group.  These attitudes are created 
based on the character traits and skills of individuals as well as their membership and shared 
experiences in the communities (ibid, p.114).  When trustors view that trustees’ character traits and 
authority are reliable, the trustees are considered trustworthy and can gain trust from the trustors.  
Such a view is developed by the interactions of individuals in social practices through a period of time, 
and trustworthiness can be shared and negotiated to a different extent among trustors. 
Grasswick (2010) views epistemic trust as social relations between individuals in connection with 
knowledge production and circulation within communities.  The interrelationships between members in 
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the communities which can form trust need not be limited to the group of individuals who produce the 
knowledge.  Those who do not participate in knowledge production but benefit from such knowledge 
are also included (ibid).  The development of trust depends on whether the expectations of individuals 
can be fulfilled. 
Epistemic trust helps to examine the act of building trust between fan community members in the 
networked environments where digital technologies create an environment for sharing knowledge, 
emotions and attitudes among fan community members in fansubbing practices.  For the purposes of 
this thesis, epistemic trust is understood as trust which is forged by shared affects and ethical values in 
online communities and close interactions between human actors in digitally-mediated environments.  
This can be linked to the association in ANT where the human and non-human actors which enrol in the 
network have an impact on other actors, leading them to mobilise the action or practice.  This concept 
also highlights the social and temporal distribution in creativity (Glăveanu 2014), where the 
relationships between individuals have been developed over a period of time, creating an affinity space 
which facilitates knowledge enhancement for sustaining the creative production.  Epistemic trust helps 
to answer how the interrelationships of fan community members in fansubbing can be strengthened 
and how the members sustain their collaboration in fansubbing practices as further discussed in Section 
8.2. 
 
4.5 Potential Challenges in Research Conduct 
 
4.5.1 Validity and reliability of the present research 
 
The present study takes into consideration research validity with regard to three aspects: research 
planning, data collection and analysis, and disseminating the research (Flick 2007, p.62).   
This research is designed to serve the main goal of exploring collaboration in Thai fansubbing practices 
in order to gain an insight into the collaboration of fansubbers and other human and non-human actors 
in fansubbing practices.  In order to elicit the complexity of fansubbing practices, data are collected via 
interviews and surveys from multiple sources in order to ensure the validity of the research.  This 
triangulation of research methods is believed to “generate alternative explanations for what may appear 
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as trends” (Salmons 2016, p.123).  The data from the fan community survey are collected to understand 
the attitudes and behaviours of fan audiences, which shape fansubbing practices, while data from the 
survey of the university students as non-fan media consumers are collected as reference data.  The 
interviews are conducted in a semi-structured way not only to keep the topics consistent with the 
research aim, but also to allow flexibility in the research so that the interviewees can express their own 
viewpoints, unconstrained by a rigid structure.  This research design also ensures validity by showing the 
transparency of the researcher in conducting the research.  To maintain the reliability of the research, 
the sources of data and the process of data collection are clearly specified (Gibson and Brown 2009, 
p.182). 
Since the research mainly collects qualitative data from a virtual ethnographic approach, a certain 
degree of subjectivity is inevitable in the analysis and this is recognised by the researcher.  One way to 
check the validity of the analysis is to compare the collected data, for example, by comparing the data 
from each interviewee and by examining a key element in the data in a different order, throughout the 
coding process (Gibbs 2007, p.50-52, 96).  Another way is to provide evidence from the data in the form 
of quotations, and by referring to the literature, which can help support the researcher’s interpretation 
and keep the generalisability of the findings (ibid., p.97, 100), as can be seen in the analyses chapters 
(see Chapters 7-8). 
Apart from the aforementioned measures, research integrity is considered in order to maintain the 
quality in the analysis, which is discussed in the next section. 
 
4.5.2 Research integrity 
 
Data collection in the current study involves human participants, taking part in fansubbing communities, 
with legal implications.  Thus, potential ethical issues are taken into consideration, especially the 
vulnerability of the participants.  Research ethics are applied throughout the process of research 
conduct.    
To ensure the integrity of this research, the study seeks a balance between rules and regulations, 
outcomes, researchers’ morals, and participants’ conditions (Salmons 2016, p.68-69).  Since fansubbing 
typically involves the use of the copyrighted content, actual fansubs are not presented in the present 
research.  Before conducting the present study, ethical approval from the Ethics Committee of the home 
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institution was sought for the surveys and interviews, to ensure that the researcher followed the formal 
ethical guidelines (see Appendices A and B).  Furthermore, since the research involved exploring online 
communities, the researcher followed ethical procedures relating to virtual ethnography.  The 
researcher also maintained an openness about the research and provided an opportunity for potential 
participants to decide whether to be excluded (Hine 2008, p.265).  In terms of openness, the researcher 
disclosed her presence, the institution to which she belonged, and the aims of the research and relevant 
details to the participants.  The agreement of participants, particularly interviewees, in providing data 
for the research was gained by the ‘implied consent form’ (Kozinets 2010, p.143).  This means that in the 
present study the participants were informed about the consent-related information in an electronic, 
written form (see Appendix E).  All participants gave their consent to participate in the research by 
accepting the terms and completing a short questionnaire online. 
Since the topic of research involves conflicts between the legal framework and fan activities, data 
analysis and discussions were handled with particular care.  The researcher conscientiously transcribed 
data and kept the data confidential (Gibbs 2007, p.102).  The privacy of the participants was also 
protected (Hine 2008).  The identification of the participants was kept confidential, where only the 
researcher and her supervisors had access to the data.  The anonymity of the participants is a priority of 
the research.  The survey data of fans and non-fans were collected anonymously, while, in the interview 
data, the online pseudonyms of the fansubber interviewees were concealed in order to protect their 
privacy.  This was necessary because online communities are formed through consistent use of 
identities, so the members in online communities possibly know one another from pseudonyms (Kendall 
2011, p.319).  The online anonymity could be considered a strength of the study since it gave the survey 
respondents and interviewees the possibility to express themselves freely.  This means that the 
researcher had the opportunity to access information which otherwise might not have been possible, if 
the identities of the interviewees had been revealed (Kozinets 2010, p.132). 
 
4.6 Concluding Remarks  
 
This chapter discussed the data collection approach and the key frameworks of data analysis designed 
for the present research.  The aim of the current study is to explore Thai fansubbing as a social practice 
by focusing on the interactions of human, i.e. fan translators and non-translating fans, and non-human 
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actors, especially digital technologies, in fansubbing communities.  The present study takes a socio-
technical approach to emphasise the roles played by the technology when it interacts with human 
actors (Matthewman 2011, Latour 1991).  The Actor-Network-Theory (ANT) (Latour 2005, 1987; Callon 
1986) is selected as the main analytical framework to explain the interrelationships between human and 
non-human actors in the dynamic network, which forms fluid links rather than following a priori fixed 
structures of social practices.  This provides an understanding of how translators create translations and 
operate in networks of human and non-human actors to complete translation tasks (Folaron and Buzelin 
2007; Chesterman 2006, p.23). 
In order to investigate the interrelationships between actors informed by ANT, an ethnographic 
approach is recommended in order to access rich data directly from the participants (Abdallah 2012; 
Buzelin 2007).  The present study draws on a virtual ethnographic method to explore participants 
conducting activities online and the use of the Internet as a facilitating tool for participation (Hine 2000).  
Fansubbers are considered as key participants in online fansubbing communities and their interactions 
with other key actors in fansub production and distribution are investigated. 
As illustrated in Figure 4.1, the virtual ethnographic data are analysed primarily within the framework of 
ANT together with the three theoretical concepts of affinity spaces (Gee and Hayes 2011), networked 
affect (Hillis, Paasonen and Petit 2015), and epistemic trust (e.g. Origgi 2013, 2012).  Affinity spaces (Gee 
and Hayes 2011) mainly involve a flexible form of interactions where participants gather and share/gain 
knowledge from other participants based on their own interests.  Networked affect (Hillis, Paasonen and 
Petit 2015) focuses on affects which are developed from the interactions between human and non-
human actors, especially digital technologies.  Epistemic trust (e.g. Origgi 2013, 2012) focuses on the 
sources of trust which are derived from social connections between individuals, their emotional 
dispositions, norms and reputational cues.  These three concepts are chosen since they focus on the 
networked environment which is formed by the interrelationships between human and non-human 
actors.  That is, affinity spaces (Gee and Hayes 2011) conceptualise how digital spaces facilitate 
individuals who have the same interest in sharing experiences and developing skills.  The concept 
highlights multiple roles of digital infrastructure in facilitating the interactions between human and non-
human participants in online activities.  Networked affect (Hillis, Paasonen and Petit 2015) emphasises 
that human and non-human participants affect one another from their interactions, which, in turn, 
generate strong emotions and particular attitudes, driving individuals to engage in collaborative 
production.  Epistemic trust (e.g. Origgi 2013, 2012) accounts for the interdependence of fan community 
 93 
members in the networked environments in online communities, showing that social interactions and an 
environment to share knowledge, emotions and attitudes help sustain the collaboration in fansubbing. 
Meticulous care has been taken in order to ensure the validity and reliability of the data collection and 
analysis.  Measures taken include the triangulation of the collected data, self-reflection of the 
researcher, and revisions of the codes during data analysis.  Since the research topic involves legal 
implications in fansubbing practices and involves human participants, research integrity is given priority 
to retain the confidentiality of the data and data protection such as anonymity of the participants in the 
present research. 
As illustrated in Figure 4.1, Chapter 5 provides more discussions on the methods of data collection which 
draw on virtual ethnography and the coding scheme which is based on the ANT framework and the 
three theoretical concepts used in the exploration of collaboration in fansubbing discussed in this 
chapter.  
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Chapter 5 Methods 
 
This chapter discusses the methods of data collection and analysis in the present study.  It begins with 
the data collection methods, using a virtual ethnographic approach.  The methods include surveys of 
both fans and non-fans and fansubber interviews.  Following this, the coding method which was applied 
to the data is explained.  Here, coded data sources, coding tools, and the coding approach are discussed.  
The coding approach is informed by the ANT in collaboration with the three theoretical concepts of 
affinity spaces (Gee and Hayes 2011), networked affect (Hillis, Paasonen and Petit 2015), and epistemic 
trust (e.g. Origgi 2013, 2012). 
 
5.1 Data Collection Methods 
 
The types and amounts of data required for any study depend on the research focus and questions 
(Kozinets 2010, p.63).  For this study, collecting data from every Thai fansubbing community is not 
feasible, considering the large number of such online communities that currently exist (see Section 
2.2.2).  Therefore, the researcher had to narrow the selection and focused on particular online Thai 
fansubbing communities of the Korean variety show, Running Man, given the popularity of the 
programme and Korean fandom in Thailand (see Section 2.2.1).  A ‘fan community’ in the present 
research has a particular focus on a group of fans who interact and engage in fansubbing activities on 
Facebook platforms.  The recruitment of the participants for the fan survey and interviews was 
conducted by the snowball sampling method, which identifies additional informants by referrals from 
initial informants (Fricker Jr 2008). 
Following such a method in order to gather data, the researcher sought cooperation from the target 
participants by relying on their referrals to collect the data from other participants.  The researcher’s 
status as a fan of Korean programmes and experiences in audiovisual translation enabled the researcher 
to become an insider of the community, making it easier to contact the participants of the relevant 
online communities.  In ethnographic approaches, these methods are used to gain the participants’ trust 
in order to maintain openness during the data collection phase.  Trust can also be achieved when the 
researcher clearly states the aim of and rationale for carrying out the research, and by encouraging 
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researcher-participant interactions with positive and non-judgmental feedback (Boellstorff et al. 2012, 
p.95).  In addition, it is a common practice in the virtual ethnographic approach that the researcher 
discloses his or her identity and forms relationships with the target participants in online communities 
during the process of data collection in order to gain the participants’ trust (Hine 2008, p.264-265).  On 
the basis of these suggestions, when the researcher contacted the fansubbing communities on social 
networking sites in order to reach potential participants, the researcher’s identity, including her name 
and affiliation, and the research purpose were stated clearly right from the onset. 
The researcher’s background knowledge in fansubbing is also essential to ensure that she had a deeper 
understanding about the participants when collecting the data.  The researcher made herself known to 
the participants during the data collection stage, and provided the participants with personal profile 
information to maintain the balance between the identity of a Thai fan and a researcher, and to avoid 
manipulating the participants in the survey and interviews.  Sensitive topics related to fansubbing, 
particularly the legal implications of fansubbing and participants’ ethical attitudes towards fansubbing, 
are carefully approached during the design of the survey and the interview questions.  For example, the 
researcher did not intervene or make any judgement when the participants expressed their opinions 
towards copyright issues in fansubbing.  The researcher also avoided questions which could cause 
problems for the participants, such as asking them to provide sources to gain access to the original 





An online survey was conducted for this research since it was the best way to reach fans and fansubbers 
involved in fansubbing practices which take place within online-based communities, and since it was 
considered to be “an excellent way to gain a particular kind of understanding about online communities 





Purpose of the survey 
The purpose of the fan survey was to capture the changes in media viewing behaviours of fans, both 
non-translating fans and fansubbers.  In particular, the survey sought to understand fans’ expectations 
in viewing the translation of their favourite programmes online, which could then encourage fansubbers 
to come up with new ideas to produce fansubs in digital environments.  Moreover, the fan community 
survey aimed to provide an insight into fans’ attitudes towards fansubbing practices, particularly legal 
issues and their ethical values, which could influence their behaviours in fansubbing.  The responses to 
the survey were expected to help answer the main research question in the exploration of collaboration 
of fansubbers and other key human and non-human actors in producing and circulating fansubs.  By 
comparison, the non-fan survey was conducted as a reference group to provide comparative survey data 
for the present research.  The purpose of the non-fan survey was to investigate whether there were any 
differences in the attitudes and viewpoints between fans in online communities and non-fans in terms 
of expectations in viewing the translated foreign programmes and their ethical and legal attitudes 
towards fansubbing.  The target groups for both surveys were selected due to the similar age group and 
online exposure.  The target group for the non-fan survey was university students (see Table 5.1) since 
fans are usually young adults.  Both groups are also familiar with the use of social networking sites and 
online activities. 
 
Survey questions and format 
Both the fan and non-fan surveys used the same format and questions in order to ensure research 
validity when comparing the responses between fan and non-fan respondents.   The surveys consisted 
of six main sections to gather the required information: (1) demographic information of the 
respondents; (2) viewer habits and attitudes of foreign programmes in Thailand; (3) fansubbing in 
general; (4) the fansubs of the Running Man programme; (5) subtitling experiences; and (6) ethical and 
legal issues (see Appendix C).  Various response option formats were used in the survey, including closed 
and open-ended questions. 
Closed-ended questions provide respondents with a varying number of response options (Fricker Jr 
2008, p.226).  This list of response options can include single as well as multiple responses.  In the 
current study, closed-ended questions were designed to provide quantitative data with regard to fans’ 
choices and attitudes when viewing translations made by fans of their favourite foreign programmes.  
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These questions were associated with the demographic information of respondents (gender, age, 
occupation, etc.), and viewing preferences for watching foreign programmes and fansubs.  With some 
closed-ended questions, an option ‘other’ can be provided in a free text box to allow respondents to 
elaborate their thoughts in addition to the given choices (Saldanha and O’Brien 2013).  In the current 
survey, the ‘other’ option was provided for closed-questions such as the country of origin of fans’ 
favourite programme and access to translated foreign programmes.  A ‘don’t know’ option can also be 
added in cases where respondents may not know the answer (Sue and Ritter 2007).  In the current 
survey, such an option was added in some dichotomous questions, which were related to legal and 
ethical issues in fansubbing. 
Open-ended questions can provide survey respondents the opportunity to express their opinions in their 
own words, especially regarding new and unfamiliar topics (Sue and Ritter 2007).  These question types 
also help to explain the respondents’ choices for the closed question, and highlight their opinions 
further (Saldanha and O’Brien 2013).  The open-ended questions in the fan and non-fan surveys mainly 
concerned their views on watching fan translations of foreign programmes and their opinions, and 
emotional reactions towards ethical and legal issues in fansubbing.  These open-ended questions were 
designed to gain qualitative data that would provide insight into fans’ attitudes and their participation in 
fansubbing communities, such as their opinions on legal frameworks in Thailand regarding fansubbing, 
in comparison with the opinions of non-fans. 
The survey was conducted in Thai, the researcher’s and fans’ mother tongue to avoid any interference 
of levels of English since the present research aims to investigate Thai fans of Running Man.  Before the 
survey was launched, a small sample of the population had been selected for a pilot study in order to 
receive feedback on the survey questions and verify that the technical elements in the survey were 
working properly (c.f. Sue and Ritter 2007, p.58).  In order to ensure such clarity and comprehensibility 
of the survey, the pilot study was conducted with two Thai participants who had some awareness of 
fansubbing.  Following this, some adjustments were made to the Thai translation to ensure a clearer 
explanation of the survey items and instructions.   
Due to the number of questions and response formats, the survey was expected to take approximately 
30-40 minutes to complete.  Since the survey was relatively long, the time estimation of survey 





Details of the data collection from fan and non-fan surveys are provided in Table 5.1 below: 
 
 Fan Non-fan 
Target respondents Thai fans of Running Man show 
from two online fan pages of the 
programme on Facebook 
Second and third-year students 
who have taken a fundamental 
English course in Chiang Mai 
University 
Distribution method Online version on the Google 
Forms platform 
Paper version 
Timeframe 18-31 August 2014 5-17 January 2015 
Table 5.1: Data collection details of fan and non-fan surveys 
 
As shown in Table 5.1, the fan survey was created using the Google Forms online platform (see Appendix 
D).  This platform was considered suitable since the fansubbing community is based online.  Google 
Forms is a platform increasingly used by researchers due to the straightforward functions provided to 
create a survey, the available data storage provided with a Google account and its cost effectiveness.  
Moreover, it provides an option to create a URL link, which is convenient for the respondents to access 
the survey.  In terms of analysis, the data derived from this platform can be exported in various formats, 
such as .xlsx, .pdf, or .cvs.  The fan survey was posted on online fan pages for around two weeks.  Such a 
timeframe was chosen because new posts on these fan pages are updated regularly, so older posts can 
be overlooked by the community members.  In contrast, the non-fan survey was distributed in a paper 
version, making it convenient for the students to complete the survey.  The survey was handed out in 
class and the students were asked to submit the completed survey in the following class.  Such a 
collection process took around one week.  This was to ensure that a high number of the students 
returned the survey.  
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5.1.2 Interviews  
 
In addition to the survey, interviews were conducted with fansubbers to fulfil the objective of the 
present research as discussed in Section 1.2.  The interview method is usually employed in ethnographic 
research due to three main reasons: to gain insights into (1) the participants’ perspectives of social lives; 
(2) the social dynamics and cultural conventions; and (3) the participants’ personal attitudes which have 
not usually been disclosed in the public setting (Boellstorff et al. 2012, p.92-93).  This method is the only 
way to access in-situ data about Thai fansubbers, and to date there is little research into Thai 
fansubbers.  So far, to the best of the researcher’s knowledge, Lakarnchua (2015) is the only reliable 
published source to access data on Thai fansubbers but her data consist only of responses to a 
questionnaire, while the current research is the very first attempt to explore the Thai fansubbers 
community via organised interviews. 
 
Purpose of fansubber interviews 
The interview method aims to explore dynamic roles of fansubbers which are influenced by their 
interrelationships with other human and non-human actors in fansubbing communities.  This method 
helps to investigate (1) the motivation of fans in becoming fansubbers; (2) fansubbers’ collaboration in 
fansub production and distribution; (3) their interactions with available technological resources online, 
such as social networking sites and subtitling software in fansub production; and (4) their ethical and 
legal attitudes towards fansubbing which are embedded by their social surroundings.   
 
Target and recruitment of fansubbers 
The interviewees required for this study were Thai fansubbers from different fansubbing groups of a 
Korean television programme, i.e. Running Man.  To the researcher’s knowledge, no particular Thai 
fansubbing groups have completed the translation of all of the episodes of the show.  To date, they have 
created fansubs by selecting only the episodes which are of interest to them.  The platform for fansub 
production and circulation is typically on Facebook.   
Recruiting the targeted interviewees presented some difficulties.  This was due to the fact that since 
fansubbers are part of an online community, they are at times difficult to reach.  In addition, there were 
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far fewer fansubbers than non-translating fans.  Therefore, fansubbers from different fansubbing 
groups, including some fansubbers who made fansubs for Korean TV programmes other than Running 
Man, had to be recruited for the current study (see Table 6.1). 
 
Interview setting 
The interview setting can be either face-to-face or online and some argue that there is not much 
difference in the data quality since the informants can tell lies or the truth in either context (Boellstorff 
et al. 2012, p.94).  It is more pertinent to pay attention to how the interviewees are recruited and the 
interactions between the researcher and the interviewees.  Fansubbing practices are normally 
conducted online where the fansubbers can protect their privacy and personal identity to a certain 
extent.  After considering the circumstances and the willingness of the interviewees, the researcher 
sought different approaches to maintain a comfortable atmosphere between the researcher and the 
interviewees.  Hine (2008), in her support of virtual ethnographic approach, also holds that online 
settings can provide in-depth data, in a similar manner to face to face communication.  The researcher, 
therefore, let the interviewed fansubbers decide their preferred form of interview: a meeting in person, 
a Skype interview, or an online chat messaging interview via Facebook.  Of the 10 Thai fansubbers who 
agreed to participate in the interviews, two of them chose to meet in person, while the remaining 
interviewees opted for online chat messaging on Facebook.  The face-to-face interviews were recorded 
using a digital voice recorder, while the online chat messaging interviews were recorded on the 
Facebook platform.   
 
Interview styles and questions 
The interview was conducted in Thai, i.e. the native language of the researcher and the interviewees, to 
put them at ease in responding to the interview questions.  This is encouraged when using the 
ethnographic approach (O’Reilly 2009), whereby the researcher maintains the interview like a 
conversation.  Furthermore, the duration of the interview had not been strictly determined.  The 
interviews of each fansubber lasted until the main topics of interest in the interview were covered and 
as long as the interviewed fansubbers felt comfortable to provide their insights.  As shown in Table 5.2, 
there was a difference in the duration depending on the form of the interview.  While the online 
interviews via chat messaging on Facebook lasted approximately 1.5 to 4 hours, the two face-to-face 
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interviews lasted around 35-50 minutes.  This time difference was probably due to (1) the time lapse in 
typing the responses via chat messaging; and (2) since the researcher did not meet the interviewees in 
person, the online setup perhaps created a more comfortable and relaxed atmosphere as there was no 
awkwardness often associated with starting a conversation with an unknown individual and the 
interviewed participants could also protect their privacy to a certain extent.  The reason for the time 
difference provided in (2) could be considered an advantage of conducting online interviews which in 
this case helped the researcher in her interactions with the interviewees to gain in-depth insights into 
the interviewees’ experiences with fansubbing.  The interviews took place during a fieldtrip to Thailand 




Mode Duration (hours/ 
minutes) 
Date 
1 Online 1.55 24/12/2014 
2 Face-to-face 0.49 18/01/2015 
3 Face-to-face 0.35 17/01/2015 
4 Online 2.09 24/07/2015 
5 Online 1.16 01/08/2015 
6 Online 4.00 02/08/2015 
7 Online 2.27 03 and 04/08/2015 
8 Online 2.28 04/08/2015 
9 Online 1.17 04/08/2015 
10 Online 2.58 05/08/2015 
Table 5.2: Mode, time and date of interviews 
 
The interviews were conducted individually in a semi-structured way in order to allow for flexibility for 
the researcher to achieve in-depth responses on the topics of interest which arose during the interview 
(Boellstorff et al. 2012, p.96).  Interview questions were set broadly as a guideline for the 
communication between the researcher and the interviewed fansubbers in order to serve the purposes 
of the interview.  The questions mainly covered the interviewees’ fansubbing experience and their 
attitudes towards taking part in fansubbing communities, consisting of general questions about 
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fansubbing; their collaboration in fansub production and circulation; their relationships with other 
community members; and their ethical and legal viewpoints in relation to fansubbing (see Appendix F). 
 
5.2 Data Coding Scheme 
 
5.2.1 Coded data sources  
 
For the data analysis in the current study, the virtual ethnographic data were coded by the researcher. 
Coding is a method in data interpretation that identifies patterns or categories in order to capture the 
primary content of the data (Saldaña 2013).  Codes can be made by applying labels to the piece of 
information in the collected data.  Such information is labelled when it is associated with answering the 
research questions, helping to group the content which needs particular attention (Saldanha and 
O’Brien 2013).   
In the present research, the data which were coded included the fan online survey, non-fan survey and 
interviews of Thai fansubbers.  Prior to coding, both survey and interview data were transcribed into an 
electronic form.  Since the data from both sources were originally in Thai, the English translation of the 
data by the researcher is provided in the discussion of the analysis.  All of the interview data of 
fansubbers were coded in English, using the coding approach outlined in Section 5.2.3.  In terms of fan 
and non-fan surveys, the quantitative data, such as demographic responses and the closed-ended 
questions, were analysed mainly in terms of descriptive statistics.  The open-ended questions, which are 
relevant to answer the research questions, in both fan and non-fan surveys in turn were subsequently 
coded. 
 
5.2.2 Coding tools 
 
The coding was accomplished using Computer Assisted Qualitative Data Analysis Software (CAQDAS).  
This type of tool was selected for data analysis in order to maintain the accuracy and transparency of 
the data.  Since most virtual ethnographic data are in digital form, the data can be directly imported and 
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organised for analysis by using CAQDAS (Kozinets 2010).  CAQDAS software can also coordinate the 
analysis by integrating the codes from multiple sources of data and analytical notes or memos made by 
the researcher (Gibson and Brown 2009, p.183).  
The present research used QSR NVivo 10 as a CAQDAS tool for analysis due to many reasons.  In 
translation studies, such software has been used by researchers to help analyse qualitative data, such as 
the experiences and opinions of translators in using Translation Memory software in completing 
translation tasks (Moorkens 2012), the exploration of translation-oriented web search behaviours (Raído 
2014), and the participants’ behaviours and attitudes towards translation in a crisis (Cadwell 2015) to 
name a few.  For practical reasons, the NVivo software was selected because of its available functions 
for exploring qualitative data (Raído 2014; Welsh 2002).  For example, the software allowed the 
researcher to import data from different sources.  Then, the data were arranged and grouped into topics 
or themes, with respect to the research questions.  Such data could be linked to memos or annotations 
which were added as references made by the researcher.  Each code generated in the software was 
called a ‘node’.  In the present research, the words, ‘code’ and ‘node’, are used interchangeably.  The 
software also assisted the researcher in finding links and creating classifications between nodes 
generated from the data.  Another pragmatic reason for the selection of this tool was due to the support 
of the researcher’s home institution in providing the licence for the software, along with tutorial 
workshops and support from the software operators. 
 
5.2.3 Coding approach  
 
In coding the survey and interview data in NVivo, the coding decisions drew on a hybrid coding method, 
including the deductive and inductive approaches (Saldaña 2016).  The codes were determined based on 
the conceptual framework used in the research or the objectives of the research (deductive approach) 
(ibid, p.75).  They were also generated by capturing what was happening in the data (Gibbs 2007) or a 
data-driven method (inductive approach) (Saldaña 2016, p.75).  That is, in the current research the data 
which mainly involved the collaboration of fansubbers and other community members facilitated by 
digital technologies were coded based on the Actor-Network Theory (ANT) (see Section 4.3) together 
with the concepts of affinity spaces (Gee and Hayes 2011), networked affect (Hillis, Paasonen and Petit 
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2015), and epistemic trust (e.g. Origgi 2013, 2012) (see Section 4.4).  The codes were also generated 
when a pattern emerged from the data. 
The researcher took a content analysis approach, where the coding steps were divided into first-level 
coding and second-level coding (Saldanha and O’Brien 2013).  First-level coding generates descriptive 
labels by making a summary of the data in a short word or phrase (Saldaña 2013).  The coded data in the 
current study were informed by ANT as they were labelled into key human and non-human actors that 
interact in fansubbing communities.  These key actors in fansubbing communities constituted the units 
of analysis as presented in Section 6.1.3.  Under each unit of analysis, the interactions of the key actors 
as shown in the collected data were analysed and labelled into nodes by taking into account the three 
theoretical concepts (see Section 6.2.1).  These nodes are used to answer the sub-research questions 
stated in Section 1.2 in order to understand collaboration in Thai fansubbing practices.  They aim to 
answer: (1) how fansubbers exploit technology and collaborate with community members in the 
production and circulation of fansubs; and (2) how fansubbers and non-translating fans as community 
members forge their interrelationships in specific socio-technical settings of Thai fansubbing 
communities. 
Second-level coding identifies emerging patterns by grouping together similar categories under a 
broader label (Saldanha and O’Brien 2013, p.190).  For the second-level coding of the present study, the 
labelled data in the first-level coding were created into two emerging themes.  Under each theme, the 
interactions of the key actors coded in the first cycle were then re-organised.  The first theme seeks to 
answer the first sub-question, regarding fan collaboration in producing and circulating fansubs by using 
digital technologies.  The second theme seeks to answer the second sub-question which focuses on the 
interrelationships between fansubbers and non-translating fans that sustain their collaboration in online 
communities.  Further discussions on the coding analysis in the second-level coding are provided in 
Section 6.2.2. 
 
5.3 Concluding Remarks  
 
In the collection of virtual ethnographic data, fans of Korean TV programmes, with Running Man as a 
representative example, were chosen as the target group due to the high visibility of these fans in online 
communities, and the popularity of the programme (see Section 2.2.1).  The methods used for data 
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collection included surveys of fans and non-fans and interviews of fansubbers.  The researcher took the 
role as an insider with her status as a Thai fan of the Korean programmes.  Trust was built between the 
researcher and the participants through the referral of the leading members of the online fan pages and 
the disclosure of the researcher’s identity.  Self-reflection was also considered in order to maintain a 
balance between the identity as a Thai fan and a researcher. 
The fan survey was conducted online, aiming to investigate Thai fans’ viewing experiences of fansubs of 
the Running Man programme.  The survey also sought to explore fans’ ethical and legal attitudes 
towards fansubbing practices on digital platforms.  In order to provide comparative data, the non-fan 
survey, with the same list of questions as the fan survey, was conducted with university students as a 
reference group.  Given the main objective of the research as discussed in Section 1.2, the semi-
structured interviews were conducted with Thai fansubbers of Korean TV programmes in order to gain 
an in-situ understanding of their behaviours and experiences in their participation in fansubbing 
practices. 
The virtual ethnographic data gathered from fan and non-fan surveys and interviews of fansubbers were 
then coded by using CAQDAS, NVivo 10, for data analysis.  Both types of data were coded using the 
hybrid coding method (Saldaña 2016).  Informed by ANT, the main codes included key human and non-
human actors involved in Thai fansubbing, considered as units of analysis.  The interactions of key 
human and non-human actors found in the collected data were coded as nodes in the first-level coding 
by applying the ANT framework together with the three concepts as explained in Section 4.4.  The first-
level codes were then reorganised and merged into two themes in the second-level coding in order to 
answer the sub-research questions.  Further discussions on these first-level and second-level codings of 
the collected data are provided in Part Three of the thesis that reports the data analysis and research 
findings   
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PART III: DATA ANALYSIS AND RESEARCH FINDINGS 
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Chapter 6 Key Actors and their Interrelationships in Fansubbing 
 
This chapter presents a description of the analysis of the data collected from fan and non-fan surveys 
and fansubber interviews.  The collected data are analysed by following the coding scheme on the basis 
of the frameworks of analysis as illustrated in Figure 4.1.  The key human and non-human actors in 
fansubbing communities and non-actors are identified within the ANT framework, constituting units of 
analysis, as mentioned in Section 5.2.3.  The interactions of these key actors and non-actors are coded 
under each unit of analysis in the first-level coding.  Then in the second-level coding such interactions 
are reorganised into two emerging themes in order to answer the sub-questions of the present research 
as presented in Section 1.2. 
 
6.1 Identification of Key Actors in the Network and Non-Actors 
 
6.1.1 Survey demographic results of fans and non-fans 
 
The fan community survey received 88 responses in total, of which 4 were discarded due to incomplete 
answers on the survey and the respondents’ unfamiliarity with the Running Man programme, leaving 84 
valid fan responses used for the data analysis.  For the non-fan survey, from a total of 131 responses, 9 
responses were discarded due to incomplete answers, leaving a total of 122 valid responses.  When any 
reference is made to these valid responses in the data analysis and discussion Chapters (7 and 8), each 
surveyed fan is represented as a ‘Fan Respondent’ followed by an ordinal number.  This number 
corresponds to the order in which the data were processed.  This convention is also applied to the case 
of the non-fans who were surveyed and they are represented as a ‘Non-fan Respondent’.  The 
demographic results of the surveyed fans and non-fans are shown in Figures 6.1 and 6.2 below. 
Among the 84 valid responses of the fan community survey, 76 respondents are female (90%) and 8 are 
male (10%) as illustrated in Figure 6.1.  By comparison, among the 122 non-fans (university students) 




Figure 6.1: Gender of the fan respondents Figure 6.2: Gender of the non-fan respondents 
 
Figure 6.3 illustrates that 48 fans of Running Man (57%) are within the 21-30 age group, which is the 
largest group of the fan respondents.  There are 18 fans who are 20 years old or younger (21%), while 13 
fans belong to the 31-40 age group (16%).  There are 5 surveyed fans who are 41-50 years old (5%), and 
only one respondent is older than 50 (1%).  By comparison, while 65 non-fans belong to the 21-30 age 
group (53%), the remaining 57 non-fans are 20 years old or younger (47%) as illustrated in Figure 6.4.  
 
 
Figure 6.3: Age group of the fan respondents Figure 6.4: Age group of the non-fan respondents 
 
The survey results also show that 40 fan respondents are students (48%), while the other half of the 
respondents are in employment (see Figure 6.5).  The occupations of those in employment include self-
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government or state enterprise employee (2 fan respondents, 2%), and other (2 fan respondents, 2%).  




Figure 6.5: Occupation of the fan respondents 
 
As illustrated in Figure 6.6, among the 84 valid fan respondents, 79 of them stated that they are aware 
of fan translation, whereas five of them do not have an awareness of what fan translation refers to.   
 
 

































This lack of awareness of the five fans might be due to the terminology used in the survey question.  
Since the term ‘fan translation’ is not commonly used in Thai and many fans usually recognise fansubs 
from the name of the groups that produce fansubs, the use of such a term in the survey question might 
have caused some confusion for some of the surveyed fans.  Such an assumption can be made because 
when these five fans answered the question regarding how they accessed the Running Man programme, 
all five mentioned fan pages on Facebook.  By comparison, of the 122 valid non-fan responses, 76 are 
aware of fan translation, while 46 are not. 
Figures 6.7 and 6.8 illustrate the survey results of fan and non-fan respondents on the favourite types of 
foreign programmes and their country of origin. 
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Figure 6.8: Country of origin of favourite foreign programmes 
 
As illustrated in both Figures, given that the fan population is specifically linked to a Korean 
entertainment show, the majority of them chose the category entertainment show and Korean 
programmes.  By comparison, movies are the top choice for the non-fan respondents (84% of the non-
fan respondents) (see Figure 6.7).  Moreover, the majority of the non-fan respondents (92%) like 
watching foreign programmes from the US, the UK and Europe (see Figure 6.8).  These survey results can 
indicate different preferences in types and country of origin of the programmes between the fan and 
non-fan respondents. 
 
6.1.2 Overview of the interviewed fansubbers  
 
A summary of the general information of the fansubber interviewees is shown in Table 6.1.  Among the 
ten interviewees, only one fansubber is male.  All of the interviewees have previously created fansubs 
for a fansubbing team, among which four of them also had experience in producing fansubs alone.  
When reference is made to these interviewees in Chapters 7 and 8, the term ‘Interviewee’ is used 
followed by the interview reference number as shown below.   
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Table 6.1: Backgrounds of the interviewed fansubbers 
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6.1.3 Units of Analysis: Key actors in Thai fansubbing communities and non-actors 
 
The analysis is carried out within the framework of ANT, which is used to elicit the interrelationships of 
human and non-human actors in forming social practices.  A potential network of key human and non-
human actors in Thai fansubbing communities is identified from the survey and interview data with the 
focus on their roles in fansubbing.  These human and non-human actors include Korean TV programmes, 
fansubbers, non-translating fans, fansubs, digital infrastructure, technological tools, and legal structure.  
These actors are then categorised as either an ‘intermediary’ or a ‘mediator’ according to ANT 
terminology. 
Korean TV programmes refer to Korean TV programmes with particular attention to the Running Man 
TV show as a representative programme attracting a substantial fan following (see Section 2.2.1).  It acts 
as an ‘intermediary’ in fansubbing communities which triggers fans to participate in the practices.  The 
remaining key actors are considered as ‘mediators’ whose roles have been negotiated and transformed 
when interacting with other actors.  These include: fansubbers who are fan translators of Korean TV 
programmes who mainly conduct their activities in fansubbing communities; non-translating fans are 
fan viewers of Running Man who access fansubs of this programme in fansubbing communities; fansubs 
refer to the subtitles which usually have been circulated through fansubbing communities; digital 
infrastructure mainly refers to the social networking site in this study, particularly Facebook, and 
websites which provide instructions and suggestions on how to use subtitling software, and host and 
circulate fansubs of the Korean TV programme; technological tools are the software used to produce 
subtitles which is available for free online, and a machine translation system which includes Google 
Translate31 and Naver Line dictionary,32 as well as Google Search Engine; legal framework refers to 
copyright laws in the Thai contexts, the service provider of the social networking site, and the industry 
which has the licence for the Korean TV programmes. 
Each actor contributes to the fansubbing practices by influencing other actors, leading them to take 
action in relation to fansubbing.  Except for the Korean TV programme, roles of other human and non-
human actors are negotiated and transformed when they interact with one another.  The negotiations in 
the network of these key actors then ‘mobilise’ the fansubbing practices. 







By comparison, a non-fan is considered a ‘non-actor’ who is outside the network as the non-fan does 
not have any impact on Thai fansubbing communities.  Non-fans are included in the analysis as 
comparative data to fans in terms of media viewing behaviours, emotional connections to favourite 
programmes and fansubbing practices, and their attitudes towards legal implications of fansubbing.  
These actors and non-actors are treated as the units of analysis for coding.  The interactions of the key 
actors were coded for analysis and are discussed in the following section. 
 
6.2 Analysis of Interactions of Key Actors in Fansubbing 
 
6.2.1 First-level coding  
 
As previously discussed in Section 5.2.3, during the first-level coding phase, the survey and interview 
data were analysed and grouped into units of analysis as identified in Section 6.1.3.  There are 8 units of 
analysis of which 7 are under the heading of fansubbing communities.  The remaining one is the node of 
non-fans, which is not linked to a heading of fansubbing communities because non-fans do not belong 
to the fansubbing communities.  These units of analysis are shown in Figure 6.9 below, each of which is 
























Figure 6.9: Key units of analysis in the coded data 
 
Under each unit of analysis in this first cycle, the interactions of the key actors were coded using the 
descriptive labels.  The first node in the first-level coding is the node of Fansubbers.  As shown in Figure 
6.10, the node of Fansubbers is mainly involved with the sub-nodes of Fansubbers in a team and 
Individual fansubbers.  The node Fansubbers in a team (a sub-node of Fansubbers) includes the labelled 
data which demonstrate the interactions of fansubbers in their team in relation to the process of 
producing fansubs.  This is to show how fansubbers collaborate with other community members in 
order to produce fansubs and how they rely on others to gain knowledge to become fansubbers.  The 
discussions in Chapter 7 mainly link these interactions of fansubbers to the concept of affinity spaces 
(Gee and Hayes 2011), where the collaboration of fansubbers includes the way they acquire skills in 
fansubbing (see Section 7.2.2) and share responsibilities in completing their tasks on digital platforms 
(see Sections 7.3.1 and 7.3.2).   
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Figure 6.10: Sub-nodes of the fansubbers node 
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The nodes under Individual fansubbers relate to the interview data that described emotional 
connections or ‘affects’ and attitudes of fansubbers while participating in fansubbing communities as 
shown in Figure 6.10.  These nodes are further explained in the discussions in Sections 7.3.2 and 8.1.  
Such discussions are associated with the concept of networked affect (Hillis, Paasonen and Petit 2015) 
to explain the way in which fansubbers’ emotional connections and shared values make an impact on 
their fansub creation and their interrelationships with members of fan communities in fansubbing.  The 
emotional connections are developed in online spaces and the shared values are influenced by cultural 
beliefs and social environments. 
The second node, Non-translating fans, incorporates predominantly affects and attitudes in relation to 
fansubbing as illustrated in Figure 6.11.  Further discussions of this node are provided in Sections 8.1 and 
8.2, explaining fans’ emotional involvement and attitudes which have developed in the course of their 
interactions with other key human (i.e. fansubbers) and non-human (i.e. fansubs) actors in online 
communities, and are related here to the concepts of networked affect (Hillis, Paasonen and Petit 2015) 










Figure 6.11: Sub-nodes of the non-translating fans node 
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The third node, Fansubs, involves the expectations of fans towards fansubs and fansub production done 
by fansubbers.  Under this node, the data were coded into sub-nodes of Features, Quality, Reliance on 
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The sub-node Features, as illustrated in Figure 6.12, presents significant characteristics of fansubs from 
the viewpoint of the fans who were surveyed.  These features of fansubs show the fansub 
characteristics which were created by fansubbers using readily available technological tools, and which 
seemed to serve fans’ viewing preferences, giving rise to a deeper emotional involvement in their 
favourite programmes.  The fansub features are linked to the concept of networked affect (Hillis, 
Paasonen and Petit 2015) as further discussed in Section 7.1.2.  The sub-node Quality is associated with 
the fans’ perceptions regarding fansub quality and the concept of epistemic trust (e.g. Origgi 2013, 
2012) (see further discussions in Section 8.2.2).  This sub-node shows fans’ positive attitudes towards 
fansub quality due to the influence of their emotional connections to their favourite content and the 
interactions between fansubbers and non-translating fans, showing the interrelationships between 
fansubbers and non-translating fans.  The sub-nodes of Translation and Reliance on fansub production 
focus on fansub styles to which fansubbers pay close attention when they transfer the linguistic and 
visual elements from the source materials to fansubs to serve viewing preferences by relying on English 
fansubs and original materials. 
The fourth node, Digital infrastructure, presents the roles played by online platforms in fansubbing.  
Each sub-node under this node demonstrates the way in which digital infrastructure facilitates fans, 
especially fansubbers, in online communities, as shown in Figure 6.13.  The roles of digital infrastructure, 
which have been transformed in order to fulfil the goals of fansubbers and non-translating fans, are 
related to the affinity spaces concept (Gee and Hayes 2011), which helps reveal the importance of 
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The codes associated with the fifth node Technological tools also show the interactions of fans, 
especially fansubbers, with the tools facilitating fansub production and circulation (see Section 7.2.1).  
Such codes include Machine translation or dictionaries, Search engines and Subtitling software as 









Figure 6.14: Sub-nodes of the technological tools node 
 
The sixth node, Legal framework, is mainly related to the interactions of legal framework with other key 
actors with regard to legal issues and ethical attitudes and actions regarding ethical values in 
fansubbing.  This code generated sub-nodes which are related to legal action taken against fansub 
circulation in online communities.  Data which concern ethics in fansubbing were also coded under the 
node of legal framework.  This is because ethics are intertwined with the legal framework in a way that 
the former is what fans, especially fansubbers, use to justify fansubbing practices regardless of legal 
implications in fansub production and circulation while the latter which refers to copyright holders and 
social networking site operators made attempts to stop the unauthorised use of copyright materials in 
fansubbing practices.  The measures that fansubbers resort to when requested to remove fansubs from 
online spaces were also coded to show the way in which fansubbers react against the legal framework in 
order to continue fansubbing practices according to their own personal ethics.  The legal framework 
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Figure 6.15: Sub-nodes of the legal framework node 
 
While the nodes mentioned above have roles as ‘mediators’, the seventh node, Korean programme is an 
‘intermediary’ (see Figure 6.16).  The codes under this node present the way in which the programme 





Figure 6.16: Sub-nodes of the Korean TV programmes node 
 
The node of Non-fans as shown in Figure 6.17 is included as reference data for comparative purposes 
with non-translating fans.  The codes under the Non-fans node demonstrate the differences and/or 
similarities of affects and attitudes in relation to fansubbing between non-translating fans and non-fans.  
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Figure 6.17: Sub-nodes of the non-fans node 
 
The first-level codes and the descriptive labels for the sub-codes in this section provide an overview of 
the key human and non-human actors’ interactions in fansubbing, by taking into account their roles 
within and impact on fan communities.  These codes are related to the three main concepts of affinity 
spaces (Gee and Hayes 2011), networked affect (Hillis, Paasonen and Petit 2015), and epistemic trust 
(e.g. Origgi 2013, 2012), which are further discussed in Chapters 7 and 8. 
 
6.2.2 Second-level coding 
 
As mentioned previously in Section 5.2.3, the second-level coding involved reorganising and merging the 
codes created from the first-level coding, as presented in the previous section, to respond to the two 
sub-questions in the present research (see Section 1.2), which focus on fansubbers working in 
collaboration with other community members, facilitated by digital technologies.  The second-level 
codes were designed to show the interactions of fansubbers with other key human and non-human 
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actors, especially non-translating fans and digital technologies, in fansubbing.  The re-organised codes 
are divided into two themes in order to answer each sub-question, respectively.  As illustrated in Figures 
6.18 and 6.19, the two themes are represented in bold.  The emerging headings in each theme are 
shown in italics, and sub-headings are presented in standard black text.  Various colours of the nodes in 
the second-level codes signify the sources of the nodes which were generated under the units of 
analysis in the first-level coding as discussed in Section 6.2.1.  Some nodes were merged due to the 
similarities and/or associations in content.  For example, the sub-node of Identity under the Fansubbers 
node and the sub-nodes of Translation and Reliance on fansub production under the Fansubs node were 
merged with the node of Features of fansubs as highlighted in yellow (see Figure 6.18).  The sub-node of 
Discontent with unethical action under the Fansubbers node and Ethical measures in fansubbing 
communities under the Legal framework node were combined with the node of Unethical actions as 
highlighted in yellow (see Figure 6.19). 
As shown in Figure 6.18, the first theme, Collaboration in Digital Fansubbing Communities, shows the 
interrelationships of fansubbers and other key actors in their collaboration to produce fansubs with a 
heavy reliance on digital infrastructure and technological tools.  Such interactions in digital spaces 
involve the consumption of fans’ favourite programmes, their ways of learning fansubbing skills, and 
fansubbers’ collaboration in fansub production and distribution.  These interrelationships in digital 
spaces are also linked to emotional connections of fans, especially fansubbers, to their favourite 
programmes and fansubbing activities as shown in the form of fan attachment to their favourite content 
and engagement in fansubbing as illustrated in Figure 6.18.  Discussions of the data analysis under this 
theme are further provided in Chapter 7 to answer the first sub-question: how do Thai fansubbers 
exploit technology and collaborate with other community members in the production and circulation of 
fansubs? 
As illustrated in Figure 6.19 below, the second theme, Ethics and Trust in Digital Fansubbing 
Communities, mainly concerns the interdependence between fansubbers and non-translating fans as 
community members in the digital networked environment in fansubbing practices.  The second theme 
is further discussed primarily in Chapter 8 with a focus on responding to the second sub-question: how 
do fansubbers and non-translating fans as community members forge their interrelationships in specific 
socio-technical settings of Thai fansubbing communities?  This second theme also shows the influence of 
external factors, including legal frameworks and digital technologies, on the interrelationships of fan 
community members in fansubbing communities.  The nodes under this theme consist of Shared ethical 
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values in fansubbing communities and Trust in fansubbing communities as demonstrated in Figure 6.19.  
The heading Shared ethical values in fansubbing communities shows how these values bind the 
interrelationships between fansubbers and the members of fan communities and the way in which 
fansubbers, influenced by their shared ethical values, use digital technologies to continue their activities 
in online communities despite some legal challenges.  Under this heading, there are the codes of 
fansubbers’ ethical justifications and ethical hierarchy in fansubbing to indicate ethical beliefs of 
fansubbers in fansubbing, which have been developed over time and influenced by Thai socio-cultural 
contexts (see further discussions in Section 8.1).  In addition, the close relationships between fansubbers 
and non-translating fans are shown under the nodes of moral support and perceptions of fansub quality 
in fansubbing communities, which highlight bonds and shared tacit understandings between fan 
community members in online communities.  These nodes are under the heading of Trust in fansubbing 
communities, which emerged from the data.  Further discussions on these interrelationships between 
fansubbers and non-translating fans, which are closely associated with the issue of trust, are provided in 
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Figure 6.19: The nodes in the theme of Ethics and Trust in Digital Fansubbing Communities 
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6.3 Concluding Remarks 
 
The fan and non-fan surveys and interviews with fansubbers were analysed within the ANT framework 
by focusing on the interactions of actors in the fansubbing network.  Key human and non-human actors 
in fansubbing and the non-actors were identified.  The key actors include Korean TV programmes, 
fansubbers, non-translating fans, fansubs, digital infrastructure, technological tools, and legal structures.  
While Korean TV programmes are treated as an intermediary whose role is not transformed, the 
remaining actors are mediators which enrol and mobilise fansubbing practices when they interact with 
one another in fansubbing communities.  Non-fans who are treated as non-actors are also analysed in 
order to compare the data with the interrelationships with the human actors, fansubbers and non-
translating fans, in the communities. 
The interactions of these human and non-human actors in fansubbing were coded into descriptive 
labels.  During the first-level coding, the roles of each actor and the way in which they engage in the 
practices were coded with the consideration of the three theoretical concepts, affinity spaces (Gee and 
Hayes 2011), networked affect (Hillis, Paasonen and Petit 2015), and epistemic trust (e.g. Origgi 2013, 
2012).  For the non-actors, the data involving non-fans’ media viewing behavior and attitudes towards 
fansubbing were coded in order to compare them with community fans (see further discussions in 
Sections 7.1.1 and 8.2). 
These codes in the first-level coding were then reorganised and grouped into emerging themes.  The 
main two themes in the second-level coding respond to the sub-questions in the present research to 
demonstrate collaboration in Thai fansubbing, which involves (1) the interactions between human 
actors, especially fansubbers, and non-human actors, especially digital technologies, in fansubbing, and 
(2) the shared ethical values and mutual trust fostered between fansubbers and non-translating fans in 
online communities.  These two themes in the second-level are further discussed in detail in Chapters 7 
and 8, respectively.  
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Chapter 7 Collaboration in Digital Fansubbing Communities 
 
This chapter is in response to the first sub-question of the present research: how fansubbers exploit 
technology and work in collaboration with their community members in the production and circulation 
of fansubs in fansubbing communities (see Section 1.2).  The discussions in this chapter draw on the first 
theme ‘Collaboration in Digital Fansubbing Communities’ from the second-level coding (see Section 
6.2.2).  Each section in this chapter corresponds to the headings and nodes illustrated in Figure 6.18 and 
demonstrates the interrelationships of fans (e.g. fansubbers and non-translating fans) with digital 
infrastructure, technological tools and fansubs in forming fansubbing practices.  In particular, 
interactions of these actors are discussed mainly in terms of the concepts of affinity spaces (Gee and 
Hayes 2011) and networked affect (Hillis, Paasonen and Petit 2015).  The changes in media consumption 
of fans in online platforms are firstly addressed to show the importance of digital infrastructure in 
fansub circulation.  Fans’ preferences for watching fansubs are taken into account to acknowledge the 
shared emotional connection among fans which influence fansubbers to produce fansubs to satisfy the 
fans’ viewing needs.  Next, this chapter explains the way in which fans gain knowledge and enhance 
their skills on digital platforms to become fansubbers.  The chapter ends with a discussion of 
collaboration between fansubbers and their interactions with technological resources, both 
infrastructure and tools, in producing and circulating fansubs in online communities.  To this end, the 
findings discussed in this chapter show the interactions between fans, especially fansubbers, and 
technology in producing and circulating fansubs, thus demonstrating collaboration in fansubbing. 
 
7.1 Fansubs and Media Consumption 
 
This section discusses how fans, both fansubbers and non-translating fans, interact with fansubs and 
digital technologies in media consumption.  Digital infrastructure becomes a viewing platform for fans 
who share the same interests to access their favourite programmes, while technological tools facilitate 
fans who act as translators to create fansubs which can serve fans’ viewing satisfaction.  Fansubs are a 
key non-human actor as fans form strong attachment to their favourite content when they watch 
fansubs, and in turn fansubbers produce fansubs to fulfil their emotional connections to their favourite 
programmes.  Details of these interactions are discussed below. 
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7.1.1 Changes in fans’ media consumption 
 
The survey data provide information on the viewing devices fan audiences used to watch foreign 
programmes.  Respondents were able to select multiple answers.  The data show that a great number of 
fans selected mobile phones (68, 81%) and laptops (61, 73%) (see Figure 7.1).  These results highlight a 
growing importance of these technological viewing devices in Thai fans’ media consumption.  The data 
demonstrate the changes in the interrelationship between fans and media viewing devices with fans 
indicating less reliance on television and desktop computers. 
  
 
Figure 7.1: Media viewing devices used to watch foreign programmes selected by Thai fans 
 
This result suggests that technological devices, such as mobile phones and laptops, have become a 
major alternative for fans to access their favourite programmes.  Such behaviours correlate with the 
data in Thailand Internet User 2015, where it was reported that a high proportion of Internet users 
relied on mobile phones when they surfed the Internet (see Section 2.1.1).  A wider range of media 
viewing devices has resulted in a change of fan audiences’ behaviours when consuming media. 
Not only do technologies influence the fans’ viewing behaviour when choosing the devices to watch 
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survey results in media viewing channels between the fan and non-fan respondents is illustrated in 
Figure 7.2.  Respondents had the opportunity to select multiple answers to this question.  The results 
show that only 23% of the fans watch foreign programmes on TV broadcast channels, compared to 34% 
of the non-fan respondents.  This suggests that both groups of respondents prefer other viewing 
channels to watch foreign programmes because there is a wider selection of channels available to them 
thanks to technological advances, as illustrated in Figure 7.2. 
 
 
Figure 7.2: Media viewing channels for watching foreign programmes 
 
There is a marked difference between fans and non-fans when watching foreign media content in the 
cinema, with 45% of fan respondents compared with 77% of non-fan respondents choosing this option.  
Similarly for DVD/Blu-ray, relatively fewer fans (10%) selected this option than non-fans (34%).  These 
results imply different preferences in media consumption between fans and non-fans, which can 
possibly be related to the types and country of origin of their favourite programmes.  Figures 6.7 and 6.8 
suggest that a majority of non-fan respondents prefer watching movies from western countries, which 
are available in cinemas or on DVD/ Blu-ray.  In contrast, the availability of Korean TV programmes, 
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As illustrated in Figure 7.2, a high proportion of respondents from both groups access media content via 
free streaming channels (93% of fan respondents and 92% of non-fan respondents).  Moreover, among 
those who selected ‘Other’ in the fan community survey (13%), the fan respondents indicated that their 
other viewing channels refer to webpages, blogs and Facebook, which are considered as part of free 
streaming channels.  This shows a growing importance of free online viewing platforms among Thai 
audiences, both for fans and non-fans alike. 
Despite their preferences for online viewing platforms, fewer fan respondents download foreign 
programmes than non-fans (40% of the fan respondents, compared to 54% of the non-fan respondents) 
(see Figure 7.2).  This lower proportion of fans who download foreign programmes indicates a link to the 
ethical values shared among fan audiences, where they believe that illegally downloading direct copies 
of their favourite audiovisual material is the least ethical action (Condry 2010), which is further 
discussed in Section 8.1. 
The overall results in Figure 7.2 show that, according to fans, free streaming channels stand out from 
other viewing channels, as the majority of the fans chose the former while the latter were selected by 
fewer of them.  In comparison, more than half of the non-fans watch foreign programmes on other 
more conventional channels, such as at the cinema (77%) and on cable TV or satellite channels (59%).  
These results indicate a heavy reliance among fans in particular on digital platforms for media 
consumption. 
Considerable reliance on the Internet when watching foreign programmes is echoed by the way in which 




Figure 7.3: Access to fan translation 
 
Among the 79 fan respondents who were aware of fan translations, 99% access fan-translated 
audiovisual material via Facebook fan pages.  By comparison, among the 76 non-fans who were aware of 
fan translation, 75% rely on search engines to watch fan-translated programmes.  These results indicate 
that although both fans and non-fans rely on the Internet to watch fan-translated programmes, they 
access them differently.  While most fans know specific sources, most often interest-driven spaces such 
as fan pages on Facebook, more non-fans use search engines as a tool to seek fan translations. 
This is similar to the platforms which the fans use to watch the Running Man variety show as illustrated 
in Figure 7.4 below.  The response is to an open-ended question where the respondents filled in their 
answers in a blank space.  From 84 fan respondents, the majority of them (94%) watch the programme 
on Facebook fan pages.  By comparison, from the 40 non-fans who watch Running Man, a smaller 
proportion of them (60%) access the programmes via fan pages.  On the other hand, more non-fans 
(40%) who were surveyed watch the programme on TV than the fans (18%) who were surveyed.  These 
results show that although the programme has been available on television channels, a high proportion 





















Search engines Specific websites Facebook fan pages Other




Figure 7.4: Access to the Running Man programme 
 
These results suggest that in order to access fan-translated programmes, Running Man in particular, 
both fans and non-fans rely heavily on digital infrastructures as a platform for viewing media.  This 
shows a close interrelationship between fans, both fansubbers and non-translating fans, and digital 
infrastructure in accessing fansubs.  The results also demonstrate that the popularity of social 
networking sites, i.e. Facebook, in Thailand (see Section 2.1.1) has influenced media consumption 
behaviours.  That is, Facebook has changed its role as a communication platform into a viewing platform 
for audiences, especially fans, to watch fansubs.  This marks a shift of media consumption onto online 
platforms, where fans know a particular online channel to access the translated version of their 
favourite programmes by relying on fan communities of their favourite content, i.e. Facebook fan pages.  
This transformation of social networking sites such as Facebook into fan communities shows that online 
spaces have become online interest-driven spaces for fans. 
 
7.1.2 Fan attachment to favourite content: features of fansubs 
 
Figure 7.5 shows the fans’ preferred method of watching fansubs on digital platforms.  When asked to 
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(81 respondents, 96%) stated that they prefer the fansubbed version.  Only 3 fan respondents (4%) said 
that they have no preference, while none of the fans chose the official dubbed version. 
 
 
Figure 7.5: Fans’ preferred translated version of the Running Man TV show 
 
This suggests that the subtitles created by fansubbers satisfy fans’ viewing preferences.  Fans’ 
preferences are reflected in the characteristics of fansubs, known in the present study as features of 
fansubs.  The following sections focus on these features of fansubs which have been produced by 
translation fans using technological tools on digital platforms to fulfil fans’ emotional involvement in 
their favourite content, showing the networked affect which is further highlighted below. 
 
Timing of release 
Although the Korean programme Running Man has been officially broadcast on television in Thailand, 
the fans prefer the fansubbed version partly because it is released more quickly compared to the official 
dubbed version.  Many fan respondents, such as Fan Respondents 1, 3, 16, 17, 23, mentioned the fast 
release of fansubs as part of their answers when asked why they prefer fansubs on Running Man.  This 
suggests that fansubbers, driven by their strong interest in the programme, act independently to 
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exploiting the online environment.  The fansub circulation of the particular programme helps fans to 
watch the most recent original episodes without a lengthy delay. 
Thanks to digital environments, Thai fansubs are available online with an interval of one to two weeks, 
following the online release of English fansubs, which fansubbers use as a pivot language, after the 
original broadcast of the show in Korea.  Once the Korean programmes are released, there are 
fansubbers translating the programmes into English.  Then Thai fansubbers rely on such English fansubs 
to translate their favourite programmes into Thai.  The official Thai dubbed versions are broadcast on 
television around one year after the original broadcast of the programme, in contrast to a timely release 
of fansubs.  The latter meets the viewing demands of the fans and is hence appreciated by the fans.  
Thai fans’ interactions with digital technologies in producing Thai fansubs, as seen from the access to 
source materials and English fansubs available online, allow them to fulfil the emotional connection 
between fans and their favourite content.  The timing of fansub releases shows that fansub production 
and distribution are driven by networked affect (Hillis, Paasonen and Petit 2015) as the Thai fans’ strong 
interest in their favourite content available online encourages fansubbers to interact with digital 
technologies to produce Thai fansubs.  This is demonstrated through accessing source materials and 
English fansubs online, and distributing these fansubs in a timely manner. 
 
Subtitling mode 
It is evident that the surveyed fans prefer the subtitling mode to dubbing as illustrated in their responses 
in Figure 7.6.  The survey indicates that 79 fan respondents (94%) prefer the subtitling mode when 
viewing their favourite foreign programmes.  Meanwhile, although fandubs or a dubbed version made 
by fans of many foreign programmes are available on the Internet and the official dubbed version is 
available in the case of Running Man in Thailand, the dubbed version seems unable to satisfy the 
viewing expectations of the surveyed fans; only 1 fan respondent selected dubbing as his/her preferred 
translation mode.  The fans’ preference for a subtitled translation mode can be another reason why the 
fan respondents rely less on television as a viewing platform (see Section 7.1.1), given that foreign 




Figure 7.6: Fans' preferred translation mode of foreign programmes 
 
Fan respondents provided several reasons for why they prefer the subtitling mode.  Many of them 
expressed the view that the subtitled version allows them to listen to the original soundtrack of their 
favourite programmes.  The surveyed fans believe that listening to the original soundtrack helps them to 
improve their language skills.  In addition, these fans believe that when reading the subtitles, it is easier 
for them to understand the content and the contexts of the programmes than when simply listening to 
the dubbed version.  Some of them even complained about the dubbing mode, as they believe that this 
mode is unable to express the emotions of each cast member in the programmes.  Such viewpoints are 
manifest in the following extracts: 
When watching the programme, [the subtitled version] is more pleasurable 
than the Thai dubbed version. That is because I can listen to the original 
soundtrack and understand the feelings which are expressed [in the 
programme]. This is more enjoyable than the dubbed version. [Fan 
Respondent 25] 
[The subtitled version] is more enjoyable. We can have a better 
understanding of the roles and feelings of the actors, emcees, etc. as well as 
the content in the programmes than the dubbed version. Normally, there 
are not many professional dubbers [in the Thai media business]. Therefore, 
one professional has to be responsible for dubbing many characters. This 
makes viewers feel bored. [Fan Respondent 31] 
The subtitled version is the best way to transfer the meanings. Normally, I 
watch English subtitles because I would like to watch the programme 
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helps me realise that some meanings in Thai subtitles were transferred 
differently from English subtitles. The dubbed voices ruin the pleasure in 
viewing the programme. Due to the time constraints, the dubbing cannot 
synchronise with the dialogues of the original materials. [Fan Respondent 
55] 
I can listen to the original soundtrack [in the subtitled version]. It gives 
more pleasure in watching the programmes. The dubbed voices in Thai 
express different tone and style [as compared to the original version], 
making me feel irritated. [The subtitled version] helps me have more 
opportunity to learn foreign languages. [Fan Respondent 77] 
 
The interviewed fansubbers also shared very similar views towards the translation mode as the surveyed 
fans.  For example, Interviewee 2 said: 
…I admit that the officially dubbed version by True [the name of the Thai 
media company] is alright. However, the casts in Running Man talk a lot. 
Therefore, the dubbed version by True is pretty confusing. Dubbers cannot 
catch up with the speakers in the original version, so it is not quite 
enjoyable. That is why I prefer the subtitling mode.  
 
The preferences for a subtitled version stress the fact that fans prioritise their enjoyment when 
watching their favourite foreign programmes, and the dubbed version does not seem to meet their 
viewing expectations.  Fans’ preferences in translation mode show the impact of networked affect 
(Hillis, Paasonen and Petit 2015) in fansubbing.  That is, the subtitling mode makes fans feel that they 
are better able to understand the content when watching the programmes online, allowing them to 
form strong attachments to their favourite programmes.  This emotional connection between fans and 
fansubs in turn triggers fansubbers, who also take on roles as fan viewers, to use available technological 
tools to collaboratively create fansubs of their favourite programmes in subtitling mode, which can fulfil 
the fans’ emotional involvement with their favourite content. 
 
Treatment of impact captions 
Another feature of fansubs is the translation of ‘impact captions’.  Impact captions are intralingual 
captions inserted at the bottom of the TV screen by the directors of the programmes in various fonts 
and colours (Park 2009, p.550) (see the highlighted captions on the bottom right of the screen in Figure 
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7.7).  Impact captions function as textual props on the screen (Sasamoto 2014) and they have been 
widely adopted in Japanese, Chinese, and Korean television programmes (O’Hagan 2010).  The use of 
impact captions is not common in Thailand, and they are rarely translated in the officially dubbed 
version of the foreign TV programmes. 
 
 
Figure 7.7: Impact caption example in Running Man Episode 162, SBS TV Channel (Broadcast 8 
September 2013) [my own highlight] 
 
Although the translation of impact captions is not usually provided on TV in Thailand, Figure 7.8 
indicates that a high proportion of the fan respondents expect such additional foreign texts to be 
explained either in subtitles or as annotations (such as headnotes or glosses) (together making up 95%).  
Only 1 fan respondent (1%) stated that no explanation would be needed.  By comparison, a higher 
number of non-fans stated that such an explanation is not necessary (11%), although 87% of non-fans 




Figure 7.8: Preferred translation methods in the treatment of additional foreign texts on screen 
 
In the case of the preferred translation methods of non-verbal items or images appearing on screen, 
such as the images of food, fans gave similar responses to the previous one.  As shown in Figure 7.9, the 
majority of fans expect such items or images to be translated either in subtitles or annotations (together 
making up 93%).  While 6% of fan respondents believe that no translation would be needed, a larger 
number of the surveyed non-fans (30%) share the same view.  
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These results imply that a strong interest in the programmes makes fans expect to understand all 
information which appears on screen.  This may also be linked to the fact that fans seek immersive 
experiences while watching their favourite programmes (Pérez-González 2013, 2012, 2007).  Such a 
reason is echoed by the extract below: 
I personally think the translation of impact captions is needed… That is 
because such impact captions can help us have a better understanding of 
the dialogues or contexts of the programmes. The translation can also help 
us gain more enjoyment in watching the programmes. [Fan Respondent 2] 
Culture, language and some expressions in other countries can be different 
from us. So, the explanation of such elements helps us gain a better 
understanding. [Fan Respondent 7] 
In my opinion, more details given in the translations help me feel more 
attached to the programme. [Fan Respondent 16] 
[The translation] helps me gain a better understanding of humour and 
game rules in the programmes. [Fan Respondent 20]  
 
As shown in the above extracts, fans believe that the impact captions are important elements which 
explain the contexts of the programmes, including humorous effects, culture-specific references, and 
details of the games and guests.  A humorous effect of impact captions for viewers, as expressed by Fan 
Respondent 20, can be manifested in the impact caption in Figure 7.7, which can be translated as, 
“Don’t you know me? The legendary king of dancers, Yoo Hyeok!”.  This scene shows the main cast of 
Running Man, Yoo Jae Suk, known among fans as a dance lover, dressed similarly to a female K-Pop 
singer group and dancing to the same choreography as that singer group.  The impact caption is meant 
to exaggerate the dancing skills of this main cast member, who seems to be overconfident in his skills.  
In addition, some of the fans, such as Fan Respondent 7, stated that they have the opportunity to 
enhance their cultural knowledge from the translation of impact captions.   
The functions of the impact captions seem to work well among fan audiences as the fan respondents 
stated that the translation of impact captions assists them in gaining a better understanding of the 
original contents.  This can be because such translations provide them with additional information and 
enable them to hear the original soundtrack of the programmes.  In turn, the impact captions of Korean 
variety shows, including Running Man, pose a challenge for fansubbers when they produce fansubs 
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because such captions use various styles of visual elements (see Figure 7.7).  Moreover, the translation 
of the captions involves spatial and temporal constraints in producing fansubs since translators need to 
insert both subtitles of dialogues and translation of impact captions on screen in the same limited time.  
When translating impact captions, the interviewed fansubbers mentioned that they use technological 
tools such as those discussed in Section 7.2.1 to keep the visual elements similar to the original content 
as much as possible.  Interviewee 3, for example, stated: 
In translating the dialogues, I choose the visual styles of fansubs which are 
easy to read. That is because they [viewers] have to read a lot. In the case 
of Korean impact captions, I try to select similar styles [to the original], such 
as simple or curved styles, depending on the original.  
 
The comment above indicates that despite the challenges of translating impact captions, Thai 
fansubbers pay close attention to these translations.  The treatment of impact captions discussed in this 
section can be called ‘innovative subtitling’ (Künzli and Ehrensberger-Dow 2011).  Such a style of 
subtitling demonstrates the experimentation and translator agency demonstrable in subtitling, which 
can be traced to strong fan attachment to their favourite content and to the understanding of the 
viewing experiences desired by fellow fans (Nornes 2007; Díaz-Cintas 2010).  Fans, driven by a strong 
interest in the programme, expect to know the content of the programme as much as possible from the 
translated impact captions so that they can be emotionally connected to their favourite content.  Having 
such expectations, fansubbers pay attention to the translation of impact captions when they produce 
fansubs, leading to the invention of new styles in subtitling.  Fans’ viewing expectations and the 
translation of impact captions can be considered a result of the networked affect (Hillis, Paasonen, and 
Petit 2015) as the fans’ strong attachment to their favourite content, formed when watching fansubs 
online, can encourage them to collaboratively produce fansubs and translate the impact captions that 
appear in their favourite programmes by using the available technological tools. 
 
User-generated translation produced by fans 
The invention of their own subtitling styles is shown not only in the way in which fansubbers have 
treated impact captions, but also in their visibility as demonstrated in the linguistic and visual elements 
of fansubs.  In terms of linguistic elements, for example, some interviewed fansubbers keep Korean 
honorifics by transliterating rather than translating them into Thai honorifics: 
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I decide to transliterate some words, such as nuna [older sister], hyeong 
[older brother]… or nunim to show respect to older sister. For example, 
when Gary [the name of a cast member of Running Man] calls Choi Min Soo 
[the name of a Korean actor] hyeongnim, a respectful older brother, I don’t 
want to translate that into Thai. That is why I decided to transliterate it. 
[Interviewee 2]  
I keep some words in Korean [by transliteration], such as oppa [the female 
use to call older brother] and hyeong [the male use to call older brother]. 
[Interviewee 5]  
 
In terms of visual elements, the interviewed fansubbers also maintain their uniqueness in subtitling.  For 
example, they choose font styles which they believe match the genre of the programmes, and keep such 
styles as standard when producing fansubs:  
I set this font [showing the font on mobile phone] for only fansubs of 
Running Man. It is a little rounded font… But, I will use a simple font style 
when creating fansubs of advertisements or interview clips. [Interviewee 2]    
I have used the same fonts [of fansubs] because I feel that they are like my 
signature. When the viewers have seen them, they can know which 
fansubbing team made these fansubs. [Interviewee 3]  
 
The above extracts show how fansubbers do not follow the professional AVT norms and guidelines 
which are determined by the media industry, as discussed in Section 2.1.2, and the intervention of 
fansubbers in fansub production (Pérez-González 2012, 2007).  These extracts can also be considered a 
demonstration of the networked affect (Hillis, Paasonen and Petit 2015) in fansubbing.  By watching 
fansubs in online platforms, the interviewed fansubbers deepen their emotional involvement with their 
favourite programmes. As a result, they pay minute attention to their favourite content when producing 
fansubs, as shown in the extracts above.  In order to serve their attachment to the programme, these 
fansubbers, empowered by the technological tools, make a concerted effort to develop their own 
linguistic and visual styles of subtitles. 
In turn, the fan respondents recognise the fansubbing styles of fansubbers and explain how fansubs are 
more suited to meeting their needs when watching their favourite content: 
[Fan] translators pay more attention to the details in translation due to 
their interest in the programme. They use various colours and styles of 
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subtitles. Simple word choices are selected so that the viewers can feel 
more enjoyment when watching the programme. [Fan Respondent 24]  
[Fansubs] help us understand the contents in each episode [of the 
programme], and gain enjoyment with the unique and various translation 
styles of each fan page. [Fan Respondent 49] 
 
These responses from fans mark the mutual understanding between fansubbers and non-translating 
fans that the creation of fansubs is driven by the strong interest of the fansubbers in order to serve the 
viewing expectations of fans seeking deep engagement with their favourite content.   
According to non-translating fans, fansubs are created by translators who are also fans of the 
programmes being subtitled and who share the same passion for the programmes’ content as they do.  
Such passion drives these translators to voluntarily produce fansubs and distribute them for free:    
Fan translations are made by those who have the same interest without 
seeking any monetary profits. The translators create fansubs for pleasure. 
[Fan Respondent 63] 
If they don’t like the programme, they wouldn’t translate it without any 
monetary rewards. [Fan Respondent 76]  
Every fansub made by fansubbing teams can express the passion and 
preferences towards the programme. [These fansubs] are created by fans 
who also love the programme. [Fan Respondent 79] 
 
The extracts above emphasise the fan status of the audience, driving them to become subtitlers for their 
favourite programmes.  This fan status indicates how fansubs can be considered user-generated 
translation (O’Hagan 2009; Perrino 2009) which is created by the fans’ deep emotional involvement with 
their favourite content. 
This section mainly shows the networked affect (Hillis, Paasonen and Petit 2015) in fansubbing by 
emphasising the affordance of fansubs which serve or respond to fans’ strong emotional connection or 
‘affect’ towards their favourite content (Mackley and Karpovich 2012).  Watching fansubs with features 
on digital platforms, fans have developed an emotional involvement, including enjoyment and 
attachment, to their favourite content.  This strong attachment encourages fansubbers to take 
advantage of available technological tools to collaboratively produce fansubs with features which can 
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serve other fans’ deep emotional involvement in the programmes.  The results of networked affect are 
shown in the invention of new ways of subtitling by fansubbers in fansubbing communities outside the 
control of the media industry.  Such novel ways of subtitling discussed in this section include when the 
subtitles are released, translation mode and linguistic and visual styles of subtitles.  The agency of 
fansubbers shown in their visibility in specific linguistic and visual elements of fansubs can also be 
attributed to fan subtitles as creative work (e.g. McClarty 2013; Pérez-González 2013).  The fansubs exist 
due to the fans’ strong emotional connection to their favourite content, and their aim to provide users’ 
(fans) with subtitles so that they can enjoy watching their favourite programmes.  This highlights the 
impact of affects on fansubbers in producing fansubs where their strong attachment to their favourite 
content promotes fansubbing creativity shown in the form of various fansub features. 
 
7.2 Digital Technologies and Skills in Fansubbing 
 
Some fans have such a strong attachment to their favourite programmes that they decide to transform 
their role from being a viewer to being a translator or a creator of fansubs.  In order to become fan 
translators, would-be fansubbers need to improve their translation and technical skills, especially the 
knowledge in using technological tools, since the tools are important resources for fansubbers to 
produce creative fansubs as briefly addressed in the previous section.  This section mainly discusses the 
interactions of fansubbers, technological tools and digital infrastructure in relation to available 
resources in fansub production and the way in which fansubbers gain knowledge in fansubbing from 
their peers in digital spaces. 
 
7.2.1 Available technological tools for fansubbing 
 
Not only does the digital infrastructure become a viewing platform for fans as discussed in Section 7.1, it 
is also a space for accessing technological tools, which include software for fansubbers to produce and 
distribute fansubs.  The interviewed fansubbers outlined which tools they generally use to subtitle, 
including software for fansubbing, MT and online dictionaries, and search engines. 
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Software for fansubbing 
BitTorrent is a content distribution application where digital media files are shared through peer-to-peer 
networking technology.  By using particular software, the files of desired content are broken up into 
small segments, and can be downloaded from many people who host such files with the intention of 
using them legally (Culzac 2014).  The main goal of the protocol, as stated by the company which 
invented BitTorrent, is to empower cooperation between creators and consumers in accessing the data 
in an efficient way (BitTorrent 2016).  This aim is altered in fansubbing, since fansubbers, without 
permission of the content owner, take advantage of this download site to access up-to-date source 
materials of the programme they would like to fansub. 
Aegisub, originally developed for typesetting in anime fansub, is a customisable subtitle editing program 
which features many functions, including timing, typesetting, editing and translating subtitles as well as 
creating karaoke effects (Goyne 2016).  Typesetting involves translating additional texts on screen and 
presenting the translation in various font styles, colours, and effects (ibid. 2016).  Aegisub supports 
Advanced Substation Alpha format (.ass) file, which is a commonly used subtitle file format, and is well-
known among Thai fansubbers of the Running Man programme.  This can be seen, for example, in the 
interviews where all fansubbers stated that they use this software to make fansubs.  This shows that 
Aegisub has not only been used in fansubbing of anime programmes, but also other genres of 
programmes, including Korean TV shows.  Its simple user interface and various functions for fansubbing 
are reasons why fansubbers, such as Interviewees 4 and 10, use this software.  This subtitling software 
can facilitate fansubbers in subtitling, especially the translation of impact captions in Running Man or 
other Korean TV shows (see Figure 7.7).   
Format Factory is originally a file-converter program which maintains the visual quality of original 
audiovisual files while reducing the file size (Softonic Editorial Team 2016).  The interviewed fansubbers, 
such as Interviewee 6, used a function of this program to split the source material into smaller 
segments.  Interviewee 6 stated that Facebook, the site for fansub distribution, limits the length of 
posted video file to no more than 20 minutes.  Therefore, a whole video file of Thai fansubbed materials 
needs to be divided into many parts.  Format Factory helps split the video file so that fansubbers are 
able to post the fansubbed materials on Facebook. 
AVI Recomp is a program with many features, including recompressing AVI files, embedding subtitles 
into a video, and adjusting subtitle settings (AVI Recomp 2015).  VirtualDub is a video capture and 
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processing software, with features that allow a video to be converted into a desired size, noise 
reduction, reading and writing AVI clips (VirtualDub.org 2013).  These programs are the tools which the 
interviewed fansubbers use for embedding fansubs into the source materials after they finish translating 
the subtitles.   
AVS Video Editor, which supports many video formats, such as AVI, MP4, etc., is video editing software, 
which serves to add video effects and insert audio, text comments and subtitles (AVS4YOU 2016).  
Fansubbers, such as Interviewee 3, use this program to embed the logo of their fansubbing group into 
the video file. 
 
Machine translation (MT) and online dictionaries 
When fansubbing Korean programmes into Thai, the interviewed fansubbers mostly rely on English 
fansubs as a pivot language as discussed in Section 7.1.2.  Not many Thai fansubbers know the Korean 
language.  Among the interviewed fansubbers, only Interviewees 5 and 6 stated that they were learning 
Korean.  They admitted that their proficiency level is limited to being able to make fansubs of a short 
clip, but not the whole episode of the programme.  In most cases, the interviewed fansubbers use MT 
and online dictionaries when they wish to check the meaning of impact captions and culture-specific 
references, such as the names of foods.  Google Translate is a free online MT site provided by Google 
powered by its own machine translation engine.  When the fansubbers do not understand any English 
translation or they wish to add fansubs of untranslated impact captions into Thai, the fansubbers, such 
as Interviewees 1, 2 and 4, check the meanings of the impact captions using Google Translate.  Some 
fansubbers, such as Interviewees 3 and 6, also use online dictionaries, e.g. Naver Korean-English 
Dictionary, to help them translate. 
 
Search engines 
Search engines, e.g. Google, take pervasive roles in fansubbing.  In media consumption, it is a tool to 
search for fansubs available on the Internet as previously mentioned in Section 7.1.1.  In fansubbing, the 
interviewed fansubbers, such as Interviewees 3 and 4, use this tool to connect to other online sources of 
information, including the download websites of source materials and the websites which provide tips 
for subtitling. 
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It is possible that each fansubbing team uses a different mix of the software to produce fansubs.  
Nevertheless, their choice of programs is mostly based on whether the tools and software are free and 
available online.  The aforementioned tools demonstrate how technologies have developed from a point 
where only expensive subtitling software was available and formerly used only among professionals, 
into freely available software being made available of which Internet users can take advantage (Díaz-
Cintas 2015).   
These tools and software are key actors and play a critical role in the fansubbing process.  They support 
fans in the production of self-styled subtitles, which forms a significant part of user-generated 
translation (O’Hagan 2009).  The tools help fansubbers during the whole process of fansubbing, starting 
from accessing the source materials, timing, typesetting, translating, editing, to embedding fansubs and 
a logo of the fansubbing team.  The functions in these tools, such as BitTorrent, Format Factory, and AVS 
Video Editor, have been applied for the benefits of fansub production by fansubbers.  In turn, these 
technological tools and software make fans learn how to use them in order to obtain relevant skills so 
that they can become fansubbers and create fansubs.  This shows the affordances of the tools which 
impact fansubbers while fansubbing.  Technical know-how becomes one of the qualifications which 
would-be subtitlers are expected to have (Díaz-Cintas 2015).  The way in which fansubbers acquire 
knowledge and skills in fansubbing is discussed in the next section.  
 
7.2.2 Knowledge-sharing environments 
 
The previous section noted that fans who would like to become fansubbers need to have technical skills 
for fansub production and circulation.  The fan survey results of the fansubbing experience revealed that 
only 8 fan respondents (10%) had experience in producing fansubs themselves.  Such a small number of 
fans who become fansubbers is rather understandable when taking into account fansubbers’ 
contribution in time, skills, and effort to the practices.  The survey findings correlate with the insights 
given by many scholars (e.g. Jenkins, Ford and Green 2013; Beamish 2010; Nonnecke and Preece 2000) 
that the number of active participants is reduced when a higher level of commitment in skills, effort, and 
time is required.   
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The interviewees were motivated to become fansubbers for various reasons.  Many were driven by their 
strong attachment to their favourite programmes and their desire to provide subtitles for other fans as 
the following extracts suggest: 
I would like to create a high quality of subtitles for other viewers. I used to feel 
upset when watching subtitles with low quality. It ruins the viewing mood. 
Sharing subtitles with others also make me feel happy. [Interviewee 7] 
I like watching a Korean drama series, so I started fansubbing this series in 
2011. I have also been watching Running Man since the first episode… I began 
making fansubs of Running Man when the actors in my favourite drama series 
appeared as guests of Running Man. [Interviewee 8] 
I was a member of a fan page of Song Joong Ki and Song Ji Hyo [Korean stars 
and the casts of Running Man programme]. Then there was a movie which one 
of my favourite stars played, so I volunteered to make fansubs. [Interviewee 9] 
 
Some of the interviewees became fansubbers due to the encouragement of their fellow fans whom they 
interacted with on online platforms:  
My friends from the fan group of Korean TV programmes on Pantip [Thai fan 
discussions board] encouraged me [to become a fansubber]. [Interviewee 6] 
I was talked into it by my friend on Facebook fan page to become a 
fansubber… [Interviewee 10]  
 
These extracts illustrate that fansubbers are driven by the networked affects, as their emotional 
connections with fansubs available online and close relationships with other fans on digital platforms 
encourage them to engage in fansubbing practices.  Fansubbers’ shared experiences of watching 
fansubs and interactions with other fans can motivate would-be fansubbers to learn fansubbing skills.  
The interviewees explain that by becoming fansubbers, they acquire knowledge and skills by 
accumulating their experience in fansubbing on digital platforms.  An example of this is provided by 
Interviewee 10: 
I started from being a fan, but now I can split the videos, create subtitles, 




Such an extract suggests that fans attempt to gain skills in fansubbing so that they can interact with their 
favourite content in order to serve their fandom in online communities.  This supports the idea that the 
motivations of individuals to gain skills in affinity spaces are mainly driven by the desire to fulfil their 
passion related to their favourite content rather than for their own merits (Duncan 2012).  In 
fansubbing, skills needed to produce and to distribute fansubs can be divided into two main aspects: 
translation skills which involve competency in a given foreign language and technical skills which require 
a knowledge base of using technological tools in fansubbing.   
In terms of translation skills, since most Thai fansubs of Korean programmes are translated by the use of 
English as a pivot language (i.e. Korean-English-Thai), fansubbers mainly require English-Thai translation 
skills.  In most cases, fansubbers already have a certain level of competency in the English language for 
fansubbing.  This can be seen by the interviewees’ self-evaluation of their language proficiency with 
particular attention to those who are responsible for translation within the communities (see Table 6.1).  
The development of translation skills of fansubbers usually depends on their own initiative and self-
improvement, echoing the interest-driven motivation in learning skills in affinity spaces (Duncan 2012).  
In some cases, other fansubbers give suggestions in relation to translations, such as a reference book for 
translation.  For example, Interviewee 6 bought a Korean dictionary which had been recommended by 
her fellow fansubber, and also sought advice from those who are more experienced in Korean when she 
had a problem with the translation. 
Technical skills are considered equally important as translation skills when fansubbing.  As discussed in 
the previous section, technological tools are used during the entire fansubbing process.  Such 
circumstances seem to differ from professional Thai subtitling, which puts more emphasis on translation 
skills as elaborated before (see Section 2.1.2).  Since various technological tools are required in 
fansubbing practices, fansubbers need to gain some technical skills in order to be able to participate in 
the activities. 
To acquire such technical skills, the interviewed fansubbers mentioned that online platforms 
contributed considerably as shown below: 
I have learned [fansubbing techniques] from webpages which give instructions 
about subtitling. [Interviewee 1] 
I have learned [subtitling techniques] from websites. It is not difficult to find. 
They gave us a lot of tips and techniques. [Interviewee 5] 
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I totally relied on Google when learning how to make fansubs. There were 
some clips available on YouTube teaching how to fansub. [Interviewee 6] 
 
The above extracts reveal that fansubbers learned various subtitling techniques from websites and/or 
via the Google search engine, which linked to websites or YouTube clips giving instructions and 
suggestions on subtitling posted by other experienced fansubbers.  This in turn can show the 
affordances of digital infrastructure to learning fansubbing skills, highlighting its supportive environment 
for knowledge sharing in affinity spaces (Lindgren 2012). 
In addition, the interviewed fansubbers developed their technical skills by directly receiving advice in 
relation to subtitling from other fansubbers who had more experience with fansubbing in digital spaces 
as illustrated below: 
When I was fansubbing, the experienced ones would tell me where and how I 
should improve. [Interviewee 1] 
[Some fansubbers] contacted me and asked for advice about fansub 
decoration. [Interviewee 3] 
I learned [fansubbing] from [name of fansubber]… I asked her about the 
techniques in fansub decoration, such as techniques to make two-coloured 
fansubs, animated functions, setting up of fansub styles, etc. [Interviewee 4] 
At first, my friend from the fan page of movie fansubs taught me [fansubbing]. 
Then I asked for advice in decorating fansubs from [name of fansubber] 
because she is an expert. [Interviewee 9] 
 
The extracts above show how interviewed fansubbers improved their technical skills, by receiving advice 
and feedback from other fansubbers, and some in turn acted as mentors, giving suggestions to other 
fansubbers themselves.  These extracts present the ‘mentor-student’ relationship among community 
members where experienced fansubbers give advice to fans with little experience in order for them to 
enhance their fansubbing skills.  Fansubbers take on roles as both an adviser and a learner in the 
exchange of their experience and knowledge in relation to fansubbing in the interest-driven spaces 
online.  This collegial spirit within the fansubbing community also shows a trustful relationship among 
fansubbers, which is built from the membership and shared skills and experiences in communities in 
terms of epistemic trust (Daukas 2006).  As discussed previously in relation to epistemic trust (Origgi 
2012), a person with higher status in the group, for example the role of mentor of fansubbers, can build 
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trust with fansubbers in the mentor-student relationship in online communities due to the reliance of 
the less experienced fansubbers on their mentors to acquire knowledge in fansubbing.  Such a 
relationship is not limited to fansubbing skills only; it also includes the choice of technological tools.  For 
example, Interviewee 3 uses AVIRecomp and AVS Video Editor because a more experienced subtitling 
member in her fansubbing team recommended it to her.  This shows that the digital platforms become a 
space of learning where Internet users, i.e. fans, can share and gain knowledge on their topics of 
interest (Hayes and Gee 2010). 
Learning from other fansubbers is not limited to directly receiving advice from them.  For example, 
some fansubbers, such as Interviewees 2 and 6, checked the works done by other fansubbing 
communities in order to improve their fansubbing skills.  For example, Interviewee 6 stated: 
…I have checked other fan pages which produce fansubs, such as Triple fan 
page and Running Man, on which fonts are nice and how captions should be 
placed. Then I keep on revising my styles.  
 
Fansubbers put in significant amounts of time and effort to improve their fansubbing skills and in doing 
so they become experts at creating fansubs.  Many of them already have fansubbing experience as they 
were members of other fansubbing teams before becoming members of their current ones: 
Yes, [I mostly learned fansubbing by myself]. I had already made fansubs 
before setting up this fan page. I have been fansubbing the Running Man 
programme since the 7th episode, so I have fansubbed for many years. 
[Interviewee 3] 
At the time I started making fansubs, I struggled a lot. I remembered that it 
took me 2 weeks to finish fansubbing the 15-minute clips. [Interviewee 4] 
I have made fansubs for other fan page(s)… Then I decided to create my own 
fan page… I have mostly translated Running Man, but also created fansubs of 
other Korean programmes, such as We Got Married, Infinite Challenge and 
other short clips. [Interviewee 5] 
 
These interview results indicate that the expertise in fansubbing skills of the fansubbers is acquired by 
the concept of ‘learning by doing’ and learning from peers.  Fansubbers have mostly acquired the skills 
in fansubbing by self-learning from online platforms, receiving advice from other experienced 
fansubbers whom they directly interact with, and studying fansubbing styles from other fansubbing 
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teams.  Then they improve their skills by having hands-on experience with fansubbing as seen in the 
aforementioned extracts.  The digital infrastructure becomes a learning site for both would-be and 
experienced fansubbers given the amount of interaction between the two groups throughout the 
process.  This highlights the way in which fansubbers form affinity spaces (Gee and Hayes 2011) in online 
communities, a place where fansubbers can “rearrange these skills, experiences, and achievements 
creatively … in order to define themselves anew (as competent and worthy) for changed circumstances” 
(Gee and Hayes 2011, p.109).  
These interview results show that school is not the only space for people to gain knowledge (King 2012).  
Skills and experience can be acquired from social interactions in interest-driven groups (Gee and Hayes 
2011, p.109).  Exchanging knowledge and expertise in relation to fansubbing in digital spaces 
demonstrates a knowledge-sharing environment (Duncan and Hayes 2012; O’Hagan 2008), where 
fansubbers, driven by their motivations to serve their fandom, exchange their fansubbing experience 
and voluntarily help each other in order to gain skills to become translation fans.   
 
7.3 Creation and Circulation of Fansubs 
 
The collaboration of fansubbers facilitated by digital technologies is not limited to the way in which they 
gain knowledge in fansubbing, but also includes the way they produce and distribute fansubs in 
fansubbing communities.  The discussions in this section have particular focus on the interactions among 
fansubbers in fansub production and distribution in affinity spaces.  This also links to fansubbers’ 
interactions with technological tools in the process of fansubbing, and digital infrastructure as a 
platform which facilitates fansubbers when producing and circulating fansubs.   
 
7.3.1 Cross functional team of fansubbers in fansubbing 
 
Not only do digital platforms become a learning platform for fansubbers, they are spaces for fansubbers 
to produce and circulate fansubs.  Facebook is one such popular platform which most of the interviewed 
fansubbers use when they produce and distribute fansubs: 
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Yes, we have posted our fansubs on Facebook… We have also created a 
group [on Facebook] to submit work to the team. [Interviewee 1] 
Yes, I use Facebook in fansub production and distribution. That is because 
Facebook is convenient. [Interviewee 2] 
Yes, I have communicated with the team members on Facebook. 
[Interviewee 5] 
 
As shown in these extracts, the interviewed fansubbers use Facebook as a communication platform to 
discuss fansub production with other team members and also a distribution platform for fansubs.  This 
in turn makes this social networking site a viewing platform for other fans to watch fansubs of their 
favourite programmes as discussed in Section 7.1.1, illustrating the dynamic roles of Facebook which 
serve fan community members.  Apart from Facebook, Interviewee 7, for example, uses emails or Line, a 
free online communication application, to discuss the fansubbing tasks with her team members: 
When we divide fansubbing work, we mainly contact each other through 
emails. When we get [English] fansubs, we distribute work through emails… 
In the past, we used only emails. However, currently there is the Line 
application, so we use Line…   
 
The use of Facebook and Line by fansubbers as platforms to interact with their team members in 
producing fansubs as shown in the above extracts demonstrates how fansubbers take advantage of 
available digital platforms which they normally use in their daily lives (see Section 2.1.1) to serve their 
fansubbing activities.  These platforms become a communication platform for fansubbers to discuss 
their collaborative work in fansubbing.  Moreover, fansubbers also have specific online sources to access 
English fansubs, which are used to produce Thai fansubs: 
[Link to the website] This website provides English fansubs in .ass file for 
anyone to download. [Interviewee 6] 
I got free [English] fansubs from [name of the website]. [Interviewee 8] 
 
This demonstrates the use of digital infrastructure as a downloading platform to get access to the 
original materials which are used to produce fansubs. The use of digital infrastructures as 
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communication and downloading platforms by fansubbers emphasises the important role played by 
digital platforms as affinity spaces for fansubbers to fulfil their strong interests. 
Using digital platforms, fansubbers work collaboratively with their community members to produce and 
circulate fansubs.  The process of fansub production and distribution can be summarised from the 
interview data as follows: (1) downloading the source material from a Torrent; (2) downloading or 
finding the English fansubs of the programme; (3) translating the programme into Thai; (4) timing or 
spotting of the source materials; (5) decorating fansubs; (6) editing fansubs; (7) embedding fansubs and 
the logo of the fansubbing team; (7) circulating fansubs in the fansubbing communities.  This process 
does not have to be followed in a chronological order.  Some works can be done at the same time due to 
the shared responsibilities of fansub creation among the members:  
The average number of dialogues in an episode is around 700 lines. These 
dialogues are divided for 2-4 translators. After the translation is completed, 
the editor gathers all translations and starts editing. [Interviewee 7] 
It usually takes 4-5 days [in fansub production]. English fansubs of Running 
Man are released on Tuesdays.  I am responsible for the translation. Then I 
send it to the fansub decoration team on around Wednesday night. The 
members then divide their work to decorate the fansubs. When fansubs are 
done, [Name of fansubber] uploads on Friday. [Interviewee 8] 
 
Based on the fansubbers’ skills, fansub creation is divided into two main responsibilities which are 
translation and technical work, which can be seen from the interview responses: 
Currently in my group, there are 3 timers, 3 fansub decorators and 4 
translators. However, our free time often does not match each other’s. 
[Interviewee 1] 
In my team, there are 5 core members, including 2 timers, 2 translators and 
another one who is both editor and uploader. [Interviewee 4] 
 
The above extracts show that an equal number of fansubbers is divided within the team, echoing the 
importance of technical skills of translators (Díaz-Cintas 2015) at a similar level of translation skills in 
fansubbing as mentioned in Section 7.2.1.  In addition, the work division in fansub production is based 
on the fansubbers’ skills in the communities.  For example, those who are usually responsible for 
technical work stated: 
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[In the work division,] we normally decide based on skills. I mostly time and 
decorate fansubs. I rarely translate because I am not good at translating 
humour. [Interviewee 1] 
I think translation is difficult, but the translators said that fansub decoration 
is difficult. I think embedding and uploading fansubs are the easiest. 
[Interviewee 8] 
 
On the other hand, Interviewee 9 who is a translator for the team explained: 
[Name of fansubber] always told me that fansub decoration is not difficult.  
I always argued that it is. I used to try [decorating fansubs], but I can’t. It 
took me 5 hours to finish a 30-minute clip… It might be because I am not an 
expert in this type of work. I enjoy translation, but fansub decoration is very 
detailed and it is so stressful. 
 
These extracts demonstrate that the work division in the fansubbing team is based on the expertise of 
fansubbers.  Each contribution of knowledge and skills among fansubbers form a working team in fansub 
production and distribution, showing the way in which individuals have formed a cross-functional team 
in affinity spaces on digital platforms (Gee and Hayes 2011).   
Furthermore, responsibilities in the team are shared based on each fansubber’s fansubbing experience.  
That is, the more experienced fansubbers are, the more likely it is that they will take a leadership role 
within the group.  For example, having been with the team since the early stages, Interviewee 1 is 
responsible for managing the work in the group:  
Yes, I am also responsible for managing the fan page, apart from timing… 
[In fansub production,] I am the one who determines the number and 
length of each segment when producing fansubs of an episode of the 
programme. 
 
From the point of view of the fansubber who has the least experience in the team, Interviewee 9 noted, 
In fansubbing, the final product would be handed to [Name of fansubber]… 
I am like a newcomer, while she has been fansubbing for a long time.   
 
The extracts above indicate that the leadership in fansubbing teams is implicitly decided by the 
experience and skills of the fansubbers.  This underlines the social interactions in digital spaces where 
experience is valued among members in the shared interest groups (Gee and Hayes 2011).  A similar 
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situation applies to Interviewee 7.  In her team, fansubbers who have proven themselves as being 
responsible and creating high quality translations are usually promoted to become an editor on the 
condition that they are approved by the senior members of the team: 
Editors in the team are those who got promoted because of their good 
translation skills and responsibility. For example, you have helped me 
translate many episodes of the programmes and your work is rarely 
corrected. I will tell the seniors that you are good and can be an editor.   
 
The extracts above indicate that the interdependence of fansubbers working collaboratively is on the 
basis of their knowledge and experience.  Their level of experience can determine the trustworthiness 
within the group (Gee and Hayes 2011).  Those who have more experience and expertise in fansubbing 
mostly gain trust among their fellow fansubbers in a cross-functional team.  The extracts show that trust 
is built when the less experienced community members place a strong belief in the expertise and skills 
of the more experienced members in terms of epistemic trust (Origgi 2012). 
The working styles of fansubbing teams depend on the close relationships shared among members in 
the team.  For example, Interviewee 5 who works for a large fansubbing team said that she is only 
responsible for translating the programmes for the team, and did not know much about other matters 
in the team.  In her case, a work schedule was made and provided for the team members in the case of 
fansubbing of popular programmes.  On the other hand, in a smaller team like Interviewee 8’s, the 
collaboration between community members in fansub production is more flexible where fansubbers are 
merely bound by mutual agreements with no fixed rules:  
You can say the collaboration between many fansubbing teams is possible. 
To put it simply, I contact a member who is in another team, asking 
whether he/she is interested in translating while I am responsible for 
decorating fansubs. We can help each other. If he/she agrees [to 
translating], I will then decorate and upload fansubs. 
 
It is also true that some fan translation groups set up extremely tight time-frames in an effort to achieve 
a timely release with the minimum time lag.  However, many groups have set a relatively flexible 
deadline in completing fansub production, depending on the negotiations among fansubbers:   
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It depends.  If such an episode is made by only our house [team], its fansubs 
will be distributed a little faster. If there are any other teams posting 
fansubs already, our team will not work on it in a hurry. [Interviewee 1] 
Mostly the deadline for work submission is within 7 days. However, if some 
fansubbers have some errands, the deadline can be postponed. Mostly, it is 
no later than 15 days. But, if they are really unavailable, others will take 
over the responsibilities instead. [Interviewee 4] 
There is no deadline [in our team]… We make an agreement that we will do 
[make fansubs] what we can, based on our interest. [Interviewee 9] 
 
The working styles in the above extracts show the voluntary nature and cooperation as well as 
compromises permitted in fansubbing, which is mostly driven by the fansubbers’ shared interest in the 
audiovisual content (O’Hagan 2013; Fernández Costales 2012).  The flexibility of negotiations permitted 
in the team on a mutually-agreeable basis indicates close social connections between fansubbers when 
producing fansubs in an online communicative space.  Such close connections show mutual trust among 
the community members, specifically in terms of epistemic trust (Origgi 2013; Grasswick 2010). 
The various responsibilities considered in the collaboration of fansubbers in a cross-functional team 
discussed in this section highlight the wisdom of crowds (Surowiecki 2004) and collective intelligence 
(Jenkins 2002).  That is, each Internet user, i.e. fan, shares their knowledge and experience gained from 
social interactions (see Sections 7.2.1 and 7.2.2) to form rules and guidelines within the team and 
ultimately contributes expertise to benefit the group as discussed in this section.  The rules and working 
styles determined by the members of the team also mark the empowerment of translators on digital 
platforms where translators are not controlled by the industry.  Such collaboration on a voluntary basis 
in online communities indicates fansubbing as a community translation in Web 2.0 (O’Hagan 2011). 
 
7.3.2 Engagement of fansubbers in fansubbing  
 
Fansubbers’ voluntary efforts to produce fansubs in a cross functional team as discussed in the previous 
section is driven by emotional connections to their favourite content (see Section 7.1.2) and fansubbing.  
Such emotionally-driven efforts shared among their community members on digital platforms are 
manifested in the way fansubbers make agreements in fansub production.  When choosing the 
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programme to be fansubbed, fansubbers select the TV programmes or the episode of the TV show they 
wish to fansub based on their personal interests shared in the group as shown in the following extracts: 
We have no rules at all. [Laughing symbol] We discuss among the members 
whether we want to make fansubs of this episode. If we agree, we give it a 
go. [Interviewee 1] 
We discussed in our team whether any of us would like to make fansubs. 
We decided to make fansubs of many episodes based on our members’ 
interests. [Interviewee 4] 
When making fansubs, such as drama series, it depends on our team 
members whether we have the same interest. If some of us do not like such 
a programme, they are not forced to create translations and we can work 
separately. It also depends on our free time. [Interviewee 10]  
 
These decisions based on the interests of fansubbers emphasise a flexible form of interaction in affinity 
spaces where individuals come up with their own style of conducting their activities (Gee and Hayes 
2011).  Similar decision making which is influenced by affects can also be seen in the work division 
within the cross-functional team.  Every member does not necessarily have to be responsible for 
producing fansubs of the episodes or programmes which are selected by the group.  Fansubbers are 
provided with a task on a voluntary basis driven by the personal interest of fansubbers as mentioned 
earlier.  As long as the members who express their desire to produce fansubs are certain that they can 
accomplish the work, fansubs can be produced: 
[Among the 9 members in the team], if there are 4 volunteer members, we 
agree to make fansubs of that episode. Sometimes, having 2 members is 
enough. [Interviewee 1] 
There used to be three, two and one fansubber making the fansubs. It 
depends whether we have the same interest in that programme. Each of us 
already has a job too. [Interviewee 10] 
 
The fansubbers’ comments illustrate the way in which affects make an impact on an individual’s 
decision-making, social interaction, and behaviour (Calvo and D’Mello 2011).  In turn the collaborative 
production of fansubs by fansubbers based on their personal interest on digital platforms can develop 
positive affects, especially passion, in fansubbing and vice versa where an emotional connection in the 
form of engagement can encourage fansubbers to continue their voluntary efforts in fansubbing 
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activities.  This shows the way in which digitally-mediated interactions can develop networked affects 
among users (Karppi 2015), as shown in the following extracts: 
I produce fansubs because of love. I will continue fansubbing. I don’t know 
when I will stop. I won’t say that I will continue fansubbing for the next few 
years. Let’s just say I will continue producing fansubs. [Interviewee 2] 
[Fansubbing] is fun. If I watch fansubs made by other groups, I have to 
download the file. Watching my own fansubs is enjoyable. [Interviewee 8] 
I just think that translation is fun, and I can learn new vocabularies. I am 
also a fan of Running Man, and love the programme. So, I would like to 
create good fansubs. [Interviewee 9] 
In our fansubbing team, we do it [produce fansubs] because of love and 
interest. We share the same interest in the actors and TV programmes. We 
produce fansubs and share with each other.  It is like a fan club. If we don’t 
love and share interest in [fansubbing], we cannot complete the tasks. That 
is because [fansubbing] requires considerable time and effort. It is 
exhausting, but we do it because of love. So, I don’t feel exhausted. 
[Interviewee 10]  
 
These abstracts demonstrate that fansubbers serve their own interests by producing fansubs and 
engaging deeply in fansubbing practices.  Such a form of engagement can suggest fansubbing as a ludic 
practice (Schules 2012).  Fansubbers’ emotional involvement in fansubbing can be determined from the 
time and effort they spend fansubbing: 
The team takes around 24-30 hours only on the timing of an episode of the 
programme. [Interviewee 1] 
I take around 5-6 hours to translate an episode of Running Man, while I 
spend 4-5 hours for the translation of drama series. I usually translate a 
whole episode at once. [Interviewee 9] 
Sometimes I am really busy, but I feel obliged to spare some time [to 
fansub]. I also post a live report of Korean programmes on Pantip. If I am 
not motivated myself, I don’t think I can do it. [Interviewee 10] 
 
Engagement in translation encourages translators to volunteer in community translation practices as 
addressed by Olohan (2014).  The time and effort fansubbers put into fansubbing as shown in the 
extracts can underline such a statement that engagement in fansubbing drives fansubbers to continue 
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with their fansubbing activities voluntarily.  Close relationships among the fansubbers, which have been 
developed from negotiating and collaborating in fansubbing (as discussed in Section 7.3.1) are the 
driving force behind fansubbers’ willingness to produce fansubs.  Such close relationships of fansubbers 
on digital platforms are demonstrated in the form of bonds which fansubbers have with their 
community members as shown in the following extracts: 
I have still never met many members in the team in person although we 
have worked together for many years.  I am close to some of them with 
whom I chit chat about Korean idols.  I also went to Korea with one of 
them.  She is the one I am the closest with. [Interviewee 1]      
In the past, fansubbers from each team mostly knew each other…  I am 
close to [names of fansubbers].  We have known one another since we 
began creating a webpage. [Interviewee 4] 
It is fun to work together.  Enjoyment in fansubbing is one thing, but having 
a good teammate is also a great encouragement… We have conversed 
through Facebook because each of us live in different provinces 
[Interviewee 9] 
 
These extracts suggest the extent of engagement and solidarity formed between fansubbers within the 
cross-functional team on digital platforms, irrespective of physical location.  Bonds between the 
members from their collaboration in fansubbing can show a sign of trust among fansubbers in online 
communities which has been fostered from close social connections and attachments between each 
other on digital platforms in terms of epistemic trust (Fonagy and Allison 2014; Origgi 2013).  Trust 
among fansubbers is shown when for example Interviewees 1 and 4 extend their interactions from 
online digital spaces to meeting in person after they have produced fansubs together.  This can show 
that not only engagement in fansubbing encourages fansubbers to continue fansubbing, but also trust 
between fansubbers encourages them to continue their work within the online community, as 
mentioned above by Interviewee 9. 
In summary, the discussions in this chapter highlight the dynamic roles played by digital infrastructure 
when fan community members interact with it while fansubbing.  The digital infrastructure becomes a 
space which serves individuals with shared common interests to form various types of interactions with 
one another in relation to fansubbing.  More specifically, the roles of digital infrastructure, a key non-
human actor in fansubbing, have been transformed into a platform for media consumption (See Section 
7.1), accessing technological tools (See Section 7.2.1), knowledge sharing (See Section 7.2.2), and fansub 
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production and distribution (See Section 7.3).  These pervasive roles of digital infrastructure help 
individuals who share common interests to collectively make contributions in relation to media 
production and consumption, showing digital spaces as collaborative media (Löwgren and Reimer 2013).  
With the link to distributed creativity (Glăveanu 2014) as discussed in Section 3.3.2, these affordances of 
digital technologies present ‘material distribution’ of the technologies in the development of creativity.  
Moreover, fansubbers who are both audiences and creators of fansubs, encouraged by their emotional 
involvement with fansubbing, make ‘social distributions’ to fansubbing by inventing novel forms of 
subtitling as shown in the features of fansubs (see Section 7.1.2).  The interdependence between 
fansubbers in knowledge sharing and fansub production as demonstrated in Sections 7.2.2 and 7.3 also 
presents ‘social distributions’ of fansubbers in fansubbing practices.  These interactions among 
fansubbers driven by their common interests can show fansubbing communities as affinity spaces 
(Pérez-González 2014).  Online collaboration among fans in fansubbing communities is considered a new 
form of participatory culture where fans make collective efforts and exploit technological resources to 
reproduce their favourite audiovisual texts, i.e. fansubs, on digital platforms (Mittel 2013; Lee, H 2011; 
Jenkins 2002).  The interrelationships of fansubbers and other key actors which have been developed 
over a period of time within fansubbing communities can signify ‘temporal distribution’, which can 
foster bonds and tacit understandings among community members in the communities, building a 
supportive environment for producing creative fansubs in fansubbing communities.  These 
interrelationships in fansubbing communities, which demonstrate social, material and temporal 
distributions of human and non-human actors in fansubbing, show that collaboration between 
fansubbers and other human and non-human actors in the Thai fansubbing network can give rise to 
creativity in fansubbing. 
 
7.4 Concluding Remarks 
 
The chapter answered the first sub-question of the current study of how fansubbers exploit technology 
and collaborate with their community members to produce and circulate fansubs.  Technology, both 
digital infrastructure and technological tools, plays a huge role in facilitating fans, especially fansubbers, 
to conduct fansubbing activities.  The role of digital infrastructure, particularly social networking sites, 
has been transformed into a viewing platform to help fans to access their favourite programmes, i.e. 
 163 
Korean programmes, in fansubbed versions.  This transformation resulted in new viewing behaviours of 
fans who now rely more on digital platforms such as Facebook. 
Fans have certain expectations when viewing fansubs on their favourite programmes.  Digital 
infrastructure and technological tools enable fansubbers to produce fansubs with features which can 
meet fans’ expectation.  These features of fansubs reward fans with increased enjoyment when 
watching their favourite programmes, and thus develop the fans’ attachment to the content.  The 
development of fans’ emotional involvement with their favourite content from watching fansubs with 
features on digital platforms illustrates the networked affect (Hillis, Paasonen and Petit 2015) in 
fansubbing communities.  Such an affect can in turn drive some fans to transform their role as viewer to 
fan translator, e.g. fansubber.   
Some fans are so motivated by the attachment to their favourite content and encouragement from their 
peers that they want to acquire relevant skills, including translation and technical skills, in order to 
become fansubbers.  Technical skills are considered equally as important as translation skills since 
fansubbers normally use a variety of tools in fansubbing, namely subtitling software, MT and online 
dictionaries, and search engines.  In dedication to their fandom, would-be fansubbers or newcomers 
learn fansubbing skills from the more experienced fansubbers on digital platforms whereby the former 
build trust in the latter based on their belief in the skills and experiences of other members in the 
communities (Origgi 2012; Daukas 2006).  This way of learning by fansubbers means that the digital 
infrastructure can be seen as an affinity-based learning space (Duncan 2012; O’Hagan 2008), facilitating 
any willing fans, who are usually not trained as translators, to develop their skills in fansubbing. 
When fansubbers collaborate, produce and distribute fansubs voluntarily, they use social networking 
sites, such as Facebook, to communicate and share responsibilities among community members.  
Responsibilities involved in producing fansubs, such as typesetting, translating, editing, are divided 
based on fansubbers’ experience and expertise, forming a cross-functional team (Gee and Hayes 2011) 
in fansubbing.  Outside the control of the media industry, such interdependence of fan translators who 
take advantage of available online technological resources and assume various responsibilities in fansub 
production is considered to be user-generated translation (O’Hagan 2009; Perrino 2009). 
When fansubbers collaboratively produce and distribute fansubs in online communities, the emotional 
connections shared among fansubbers can influence their working styles in the fansubbing team.  This is 
shown through the numerous agreements made within the team, which are often decided on the basis 
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of the fansubbers’ emotional involvement in fansubbing.  This emotional involvement can focus in 
particular on the favourite programmes and the close relationships among the community members 
(see Section 7.3.2).  Such collaborative fansub production from digitally-mediated interactions between 
fansubbers is likely to result in a deeper engagement in fansubbing by fansubbers, showing the 
networked affect (Hillis, Paasonen and Petit 2015) in fansubbing, which in turn serves to encourage the 
voluntary efforts of translators in translation (Olohan 2014).  In addition, the close relationships 
between fansubbers in a given community, developed via their collaborative productions, as shown in 
the form of fansubs, can begin to foster trust in online communicative platforms (Fonagy and Allison 
2014; Origgi 2013), and thereby help maintain fansubbers’ contributions to fansubbing. 
This chapter showed that fansubbers exploit technology by using the digital infrastructure as a viewing, 
learning and production platform and the readily available fansubbing tools, such as subtitling software 
and MT, are used to produce and circulate fansubs in a cross-functional team.  The multiple roles played 
by the digital infrastructure give rise to collaborative media in fansubbing, where the digital platforms, 
i.e. Facebook, are redesigned by the Internet users, i.e. fans, to serve their own goals (Löwgren and 
Reimer 2013).  Fansubbers have the opportunity to produce fansubs collaboratively through the use of 
digital technologies and this production is driven by fansubbers’ affects, such as attachment to fansubs 
and engagement in fansubbing, which are shared among fansubbers alike.  The interrelationships of 
fansubbers with other key actors, especially digital technologies, in fansub production and circulation 
characterise collaboration in fansubbing communities, which gives rise to creativity in fansubbing.  
These fansubbing affinity spaces also allow fan community members, both fansubbers and non-
translating fans, to forge their interrelationships in fansubbing, which are further discussed in Chapter 8.  
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Chapter 8 Ethics and Trust in Digital Fansubbing Communities 
 
This chapter aims to address the second sub-question of the present study: how do fansubbers and non-
translating fans as community members forge interrelationships in specific socio-technical settings of 
Thai fansubbing communities? (see Section 1.2).  This question stems from the recognition of the 
interdependence of fan community members influenced by external factors, i.e. the legal framework 
and digital technologies.  The discussion in this chapter corresponds to the second theme of the second-
level coding as illustrated in Figure 6.19 (see Section 6.2.2).  Firstly, shared ethical principles in 
fansubbing communities are discussed, showing that these shared values forge the interrelationships of 
fan community members and encourage them to continue their collaboration despite the legal 
implications in fansubbing.  The ethical hierarchy in fansubbing communities is explained under this 
section, presenting the cultural influence on fans’ ethical values to Thai fansubbing.  Next, the issue of 
trust is discussed with a comparison made between fans in fansubbing communities and non-fans who 
are not part of the communities, showing bonds and tacit understandings between fansubbers and non-
translating fans which foster their interrelationships in the networked environment.  The 
interrelationships of fan community members forged through trust are explained in relation to non-
translating fans’ moral support in fansubbing communities and their favourable views on fansub quality.  
To this end, this chapter shows that fan community members’ own ethical values and mutual trust serve 
to keep the group as one community and, in turn, to sustain their collaboration in fansubbing. 
 
8.1 Shared Ethical Values in Fansubbing 
 
This section mainly discusses shared ethical values in fansubbing relating to the interactions of 
fansubbers, the legal framework and digital infrastructure.  Fansubbing encroaches on the legal 
framework as fans typically use copyright materials in fansub production and distribution without 
permissions of the content owners.  The legal framework has in turn impacted fansubbers in terms of 
preventing the circulation of unauthorised materials by fansubbers in digital platforms.  Therefore, fan 
community members, especially fansubbers, have justified the practices with their own ethical 
principles to continue their fansubbing practices by interacting with digital technologies, despite the 
possibility of legal challenges. This section addresses how shared ethical values are developed in online 
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communities that encourage fan community members who are influenced by the fans’ attitudes 
concerning legal issues and cultural beliefs, such as Buddhism, to sustain their collaboration in 
fansubbing practices. 
 
8.1.1 Ethical justifications and measures taken by fansubbers to fansub on digital spaces 
 
Thai fansubbers take advantage of available technological tools as mentioned in Section 7.2.1 to 
produce and circulate fansubs typically as a hardsub version in which subtitles are embedded in the 
licensed materials.  As the source audiovisual content is used without the consent of the copyright 
holders, these practices generally constitute copyright infringement. 
In the case of the Thai fansubbing of Running Man, such legal reasons led to the fansubbed materials 
being removed from the Internet several times, including the major incidents in November 2013, July 
2014, and July 2015 during the course of this study.  The discussions on many Thai Running Man 
Facebook fan pages show how fans believe that the removal was implemented from a US server33.  A 
similar view is also shared among the interviewed fansubbers: 
My fansubs were once swept out by MBC34 when I created fansubs of 
previews or drama series for a fan page of Korean series.  [Interviewee 6]  
Yes, SBS removed fansubs…  They took the action very seriously.  Some fan 
pages even got a warning notice, but our page didn’t get any, though. 
[Interviewee 10] 
 
These are examples of attempts made by the copyright holders to control the circulation of fansubbed 
materials in the hardsub version as explained in Section 3.2.3.  A similar incident occurred with Thai 
fansubs of Korean programmes in 2016 as mentioned in Section 1.1.  Reasons for the removal of fansubs 
can vary in different social settings.  For example, the removal of copyright audiovisual contents in 
Thailand is believed to be initiated by the media industry, while in China, it was the State that took 
control of online activities and forced the closure of fansubbing communities (Chen 2014; Li 2013). 
                                                          
33
 https://www.facebook.com/RunningManLand?fref=ts (Last accessed 23 November 2013); 
https://www.facebook.com/pages/KSfunny-runningman-Fan/498337666906080# (Last accessed 12 December 
2013) 
34
 The name of a Korean broadcasting company [http://www.imbc.com/] 
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Additionally, the protection of copyrighted materials is implemented by social networking sites, 
including Facebook, YouTube, and Dailymotion, which are the most well-known distribution platforms of 
fansubbed materials.  These sites have the capability to automatically detect the use of licensed content 
made without the permission of the copyright holders.  Such measures demonstrate social networking 
sites’ legal responsibilities in support of the content owners. 
Legal measures are also implemented by the social networking sites against the use of unauthorised 
content on online platforms with direct implications for fansubbing activities.  In the case of Thai 
fansubbing, Facebook is a very popular choice as an online platform for fansubbing communities (see 
discussions in Chapter 7).  However, the site has a policy involving copyright issues which can affect 
fansubbing practices.  When posting the licensed content, which is alleged to be a copyright violation, a 
warning message is issued as illustrated in Figure 8.1 with the automatic removal of such content.  




Figure 8.1: Example of Facebook Notification of Alleged Copyright Violation 
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Although the interviewed fansubbers are aware of copyright issues in fansubbing, they justify their 
practices by providing their own ethical reasons.  These reasons are predominantly driven by the 
fansubbers’ deep emotional involvement with their favourite content, which is shared in online 
communities, presenting the networked affect (Hillis, Paasonen and Petit 2015) as shown in the 
following discussion. 
The interviewed fansubbers emphasise that their intention is to produce and distribute fansubs to serve 
their fandom and for other fans who share these common interests: 
Fansubbers are only a few out of all fans of Running Man.  But, they put a lot of 
effort in for every fan, those who love Running Man to view the programme.  
[Interviewee 3] 
We translate because we admire the actors/actresses in the drama series… 
Actually, we do not intend to violate copyright laws at all. [Interviewee 7] 
We are fan clubs.  We don’t have any hidden motives and gain any profits from 
fansubbing… We are Running Man fans, and create fansubs because of the love 
[of the programme].  [Interviewee 10] 
 
These extracts, in which fansubbers stress their love for the programme, show the fansubbers’ 
justification based on the strong attachment to their favourite content, which was discussed in Section 
7.1.2.  This affect can influence fansubbers to believe that conducting fansubbing activities is not morally 
wrong as they produce and circulate fansubs to serve their fandom and other fans, and that it is not a 
selfish act driven by personal gain.  In their view, these moral reasons override the legal issues in 
fansubbing.   
The fansubbers’ ethical justifications are also related to the lack of financial rewards or profits from 
fansubbing.  The interviewed fansubbers note that they have not received any monetary gains from 
distributing fansubs: 
Our intention is to create fansubs for those who would like to watch them for 
free.  We can improve our language skills and watch fansubs for entertainment.  
Actually, [fansubbing] can be wrong from a legal perspective.  However, I 
believe that if we distribute fansubs for only a limited number of viewers and 
not for commercial purposes, [fansubbing] should be acceptable.  [Interviewee 
4] 
We have to admit that although what we did [making fansubs] is based on non-
monetary intention and it seems that we did nothing wrong, [fansubbing] is still 
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copyright violation. I just hope that KBS35 and MBC will understand us. 
[Laughing symbols] I mean please do not remove our fansubs too harshly. 
[Interviewee 6] 
 
These extracts demonstrate that fansubbers justify their fansubbing practices by emphasising the non-
commercial purposes for producing and circulating fansubs, implying that they do not conduct 
fansubbing practices for personal monetary gains or to harm the media industry. 
In addition, since fansubbers rely heavily on digital technologies as a fansub distribution platform for 
other fan community members to watch their favourite programmes (see Section 7.1.1), some 
fansubbers believe that fansubs being made available online can help promote their favourite 
programme and for the cast members who appear on the programme to be better known overseas: 
We create fansubs so that Thai people have opportunity to watch a good 
programme.  Actually, it is like we promote the programme for the 
broadcasting Channel…  [Interviewee 9] 
Actually, the actors/actresses can gain advantage from fansubbing 
communities as they become well-known.  We can see that from the fan 
meeting.  I think fan clubs should get credit [from their popularity] too.  I don’t 
think that the programmes alone, without fansubs, can help the 
actors/actresses become so popular. [Interviewee 10] 
 
These extracts demonstrate fansubbers’ belief that their fansubbing activities can be justified as an act 
of passion for their favourite content, which can ultimately benefit their favourite cast members and the 
programme itself.  This shows that the justifications made by fansubbers not only focus on serving their 
own and other fans’ interests, but also the belief that their actions ultimately support their favourite 
programmes. 
As discussed so far, these justifications highlight fansubbers’ ethical values in fansubbing which evolve 
around the concept of sharing in fansubbing communities, to which they are deeply connected at an 
emotional level.  Such ethical values result in fansubbers contributing collectively and voluntarily to 
support fansub production and distribution.  This shows the impact of networked affect (Hillis, 
Paasonen, Petit 2015), which leads to a form of immaterial labour where individuals, driven by shared 
emotional attitudes, collaboratively contribute their voluntary efforts and knowledge in cultural 
                                                          
35 The name of Korean broadcasting company [http://english.kbs.co.kr/] 
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production on digital platforms (Terranova 2013).  These ethical justifications are in agreement with the 
discussions on the ethics of fansubbing found in the literature (e.g. O’Hagan 2013; Ito 2012; 
Pantumsinchai 2012) as discussed in Section 3.2.3.  Fansubbers’ ethical beliefs can also be part of the 
participatory culture where fansubbers make a voluntary effort to collaborate in fansubbing on digital 
platforms (Lee 2010).  These shared values in fansubbing communities are also similar to those in 
community translation practices which focus on the shared values and commitment in communities, 
building supportive environments to create translations (Drugan 2011; Pym 2012) and showing a sense 
of collective identity in fansubbing groups formed in digital platforms (Li 2015). 
The interviews show that when fansubbers were asked whether they were interested in becoming a 
professional translator, fansubbers, such as Interviewees 2, 7 and 10, stated that they have no intention 
of becoming one.  This suggests that fansubbers are often driven by their shared emotional involvement 
in fansubbing and motivated by the intention to produce translation to serve the community first and 
foremost rather than earning a reputation to participate in the translation industry as professionals.  
Such emotionally-driven actions by fansubbers to produce fansubs in digital platforms can emphasise 
the impact of networked affect (Hillis, Paasonen and Petit 2015) in fansubbing that encourages 
fansubbers to voluntarily continue their collaboration in fansubbing activities.  These results align with 
the motivations of volunteer translators who were observed in a community translation example, such 
as Wikipedia (McDonough Dolmaya 2012) as discussed in Section 3.1.2. 
Not only do positive affects, such as strong attachments to favourite content and engagement in 
fansubbing, have an impact on fansubbers’ ethical justifications in fansubbing, but also culture plays a 
crucial role in their ethical attitudes when producing and circulating fansubs in the communities.  It is 
evident that the interviewed fansubbers have an awareness that the use of unauthorised content in 
fansub production and distribution involves copyright infringement: 
Actually, we seem to participate in an illegal activity because we don’t 
purchase the copyright.  [Interviewee 3] 
[When fansubs were removed,] we have to accept it…Although it is like we 
did nothing wrong, [fansubbing] can be considered copyright violation… 
[Interviewee 6]  




Such awareness is also shared among non-translating fans.  When the surveyed fans were asked about 
their feelings towards the incidents of fansubs removals, they expressed the following opinions: 
I feel frustrated, but it is related to a copyright issue.  [Fan Respondent 31] 
I feel sorry [that the subtitles were removed], but I understand that it 
involves the legal implications.  [Fan Respondent 41] 
I feel frustrated, but I understand the reason why fansubs are removed.  
[Fan Respondent 70] 
 
Although both fansubbers and non-translating fans are aware of the legal issues, they continue to 
participate in fansubbing practices.  They make the best use of available technological tools to come up 
with an alternative solution following the removal of fansubs.  The study data show that fansubbers 
pursue all technological avenues to best serve their emotional involvement in fansubbing.  Measures 
which fansubbers have resorted to following the removal of fansubs reveal how Thai fansubbers deal 
with the legal issues in their own way through the savvy use of technology as discussed below. 
In the case of Interviewee 7, her fansubbing team did not want to be involved in copyright violation.  
The leader and her team members therefore agreed to circulate fansubs only in the softsub version, 
where the subtitles are distributed in a text file without being embedded in the licensed audiovisual 
materials.  In contrast, other interviewed fansubbers who circulated fansubs in hardsub version resorted 
to various measures including: 
(1) Re-uploading fansubs on their fansubbing communities [Interviewees 5, 8, 9] 
(2) Seeking another platform for sharing [Interviewees 1, 3, 4] 
(3) Limiting access within a closed group [Interviewee 1]  
(4) Creating another user account in case of being blocked [Interviewees 2, 3, 6] 
(5) Using a URL shortening service before accessing fansubbed materials [Interviewee 8, a 
fansubbing community stated by Interviewee 6] 
 
In most cases the interviewed fansubbers decided to continue using Facebook as a distribution platform 
of fansubs even after incidents where the fansubs had been removed, and re-uploaded their fansubs to 
their fansubbing communities on Facebook: 
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I have the original fansubbed file stored on my desktop computer.  So, I 
split the file into segments, and re-upload them. [Interviewee 3] 
If the fansubs are removed, I can re-upload them.  It is the spirit of a 
fansubber. [Laughing symbol] This problem occurs very often for 
fansubbers. [Interviewee 5] 
If my fansubs are removed, I will just re-upload them.  It [Re-uploading] 
takes only a few minutes.  I have fast-speed Internet. [Laughing symbol].  
[Interviewee 8]  
 
Selecting the same platform to redistribute fansubs shows that fansubbers take into account the viewing 
behaviours of non-translating fans since this platform is considered popular among fans as discussed in 
Section 7.1.1.  The redistribution of fansubs also underlines the determination of fansubbers, driven by 
their emotional involvement in fansubbing, to continue serving other fans despite the legal challenges.  
This high priority for preserving fandom and the defiance for the copyright laws are summed up by 
Interviewee 5, when she describes the act of reuploading fansubs as “the spirit of fansubbers”.   
Another measure which fansubbers have resorted to is to seek other distribution platforms, such as 
BitTorrent, free peer-to-peer video file sharing sites, or rented servers so that they can continue their 
interest-driven practices of fansubbing.  Realising that they were being monitored by copyright holders, 
the interviewed fansubbers circulated fansubs on other platforms in order to avoid their fansubs being 
removed: 
We once thought of uploading fansubs on another platform because of the 
copyright issue.  [Interviewee 1] 
After fansubs were removed by SBS, I mainly upload fansubs on the weblog 
and use Facebook page for updating news… Normally, I upload fansubs on 
many platforms as a precaution. So, I didn’t get affected in the latest 
removal incident because not all of my fansubs had been removed.  
[Interviewee 4]  
 
In addition, fansubbers attempt to tighten fansub circulation to prevent their fansubs from being taken 
down.  They take advantage of Facebook’s function, which allows users to create a private group online.  
Fansubbers then form a separate closed group for fansub circulation:  
Our fansubbing team discussed where we should upload our work 
[fansubs]. We actually have our separate group for handling and managing 
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our work. So, we consulted whether we should create a private group like 
that. We learned that the uploaded works within a private group, despite 
being shared outside the group, cannot be viewed if you are not the 
member. So, we think this measure is quite safe [for fansub circulation]. 
[Interviewee 1] 
 
Interviewee 8 also said that some fansubbing communities even set a password for gaining access to the 
fansubbed materials.  Such a measure is expected to limit the number of non-translating fans who can 
access fansubs in order to control the number of fansub circulation elsewhere online.   
Some fansubbers, such as Interviewees 2, 3 and 6, took a precautionary measure by creating multiple 
user accounts on Facebook.  When one account is blocked due to the involvement of unauthorised 
content, they can still use another account to continue their fansubbing activities: 
I have another account for posting my fansubs.  If that account is blocked, I 
can still keep another as my fan page.  [Interviewee 3] 
Yes, I have another account as a backup.  [Interviewee 6] 
 
Another measure is to add a link to their fansubs by using the URL shortening service.  This is to prevent 
the viewers from directly sharing the fansubbed materials outside the fansubbing communities.  The 
interviewed fansubbers, including Interviewees 6 and 8, believe that this method makes it more difficult 
for copyright holders to take down their fansubbed materials:  
We may add the URL shortening link to hide our fansubbed materials, and 
select the option which does not add the advertisements on the link because 
we have no intention to gain monetary profits. [Interviewee 8] 
 
Moreover, non-translating fans are willing to help fansubbers to implement these measures.  For 
example, Interviewee 1 said that the team sought help from non-translating fans in the closed group, 
asking the fans not to redistribute fansubs elsewhere.  Moreover, Interviewee 3 stated that some non-
translating fans voluntarily offered to help to reupload fansubs on their own fan page.  Such assistance 
from non-translating fans supports the interrelationships between fansubbers and non-translating fans 
to keep their fansubbing communities in operation, despite the legal challenges that exist in fansubbing. 
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These measures highlight the way in which fansubbers seek new ways to serve their ethical beliefs 
towards fansubbing, to help other community fans to access favourite content, and to protect their 
fansubbing communities despite copyright implications.  Resorting to alternative measures means that 
fansubbers consult with the team members and interact with non-translating fans.  Being tech-savvy, 
fansubbers also exploit any available functions in the digital infrastructure and technological tools to test 
new ideas to handle the legal measures so that they can continue the practice.  These interactions 
between fansubbers and digital technologies can deepen fansubbers’ emotional involvement in 
fansubbing and foster the interrelationships between fansubbers and non-translating fans who are 
united by shared ethical values in fansubbing, which encourage these fans to continue their 
collaboration in fansubbing practices.  This shows the networked affect where the interactions between 
human actors (i.e. fansubbers) and non-human actors (i.e. digital technologies) as discussed above can 
emotionally drive fan community members to continue their collective efforts in online activities (Hillis, 
Paasonen and Petit 2015).  These attempts by fansubbers also demonstrate how fansubbers respond to 
the legal framework by exploiting the affordances of digital technologies in fansubbing practices.  That 
is, fansubbers keep abreast of technological developments in order to continue fansubbing and 
controlling the use of unauthorised content in view of any legal implications. 
The legal awareness shared in fansubbing communities and measures resorted to by Thai fansubbers 
can potentially be linked to the relatively relaxed attitudes towards legal issues in general in Thailand, 
which can be traced back to the historic trajectory of piracy of copyright contents rampant in the 
country.  The copyright issue is often not perceived as the priority issue for the Thai government sector; 
hence, the domestic and international laws related to copyright have not widely been discussed among 
Thai people (Bhattarakosol 2007).  Although legal actions have been taken against fansubbing activities 
in various social settings, such as the US and China, as addressed in Section 3.2.3, there have rarely been 
serious legal cases taken against online activities in Thailand as mentioned in Section 2.3.1.  Therefore, 
Thai fansubbers might think that they would not be involved in such a legal case.  With such carefree 
attitudes towards the use of unauthorised content in fansubbing, Thai fansubbers’ ethical values in 
fansubbing seem to focus more on the benefit to the community, which is to serve other fan community 
members.  These values on the interrelationships among fan community members and sharing benefits 
in the communities imply an underlying cultural influence of Buddhist belief in Thailand, i.e. the concept 
of compassion (Hongladarom 2014).  The determination by Thai fansubbers to continue fansubbing in 
online communities despite legal challenges can arguably be traced to such deep-seated cultural 
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influences which affect shared ethical values of fansubbers to serve their fan community members, 
sustaining their collaboration in fansubbing practices. 
 
8.1.2 Ethical hierarchy in fansubbing  
 
The cultural impact on shared ethical values of fansubbers can also be addressed in the ethical hierarchy 
in Thai fansubbing practices, which shows the applicability of a pluralistic view (Ess 2014) in ethical 
consideration of the practices on digital platforms.  Ethical pluralism takes into account culturally 
variable views of shared universal norms or values.  As discussed in Section 8.1.1, fansubbers generally 
justify their fansubbing practices by focusing on the concept of sharing in fansubbing communities.  Thai 
fansubbers also share similar ethical values in fansubbing to other fansubbing communities.  However, 
the shared ethical values as addressed in Section 8.1.1 can lead to different interpretations, for example, 
as reflected on the beliefs extended by Thai fansubbing communities in response to legal issues and also 
on their use of technological resources available in digital environments.  The ethical pluralistic view in 
Thai fansubbing is reflected in the methods Thai fansubbers use to produce and circulate their fansubs, 
which can be arranged into an ethical hierarchy.  The hierarchy in Thai fansubbing according to the 
present study data is shown below (Table 8.1) in comparison with the ethical hierarchy proposed by 
Condry (2010) (see Section 3.2.3), starting from the least problematic to the most problematic: 
 
Condry’ ethical hierarchy in fansubbing (2010) Thai ethical hierarchy in fansubbing 
1. Fansubs of unlicensed shows 
2. Fansubs of shows licensed but not yet released 
3. Fansubs of shows licensed and released as 
DVDs 
4. Rips (i.e., direct copies) of released DVDs 
 
 
1. Fansubs in softsub version  
2. Fansubs in hardsub version  
3. Fansubs distributed with 
advertisements 
4. Fansubs shared without permission or 
credits of fansubbers 
5. Fansubs sold for profits or bootlegging 
 
Table 8.1: Comparison of ethical hierarchy proposed by Condry (2010) and in Thai fansubbing 
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As presented in Table 8.1, Condry’ ethical hierarchy (2010) focuses on format and distribution of source 
texts.  It takes into consideration the interrelationships between fansubbers and the legal framework by 
focusing on the extent of fan involvement with the licensed materials.  This hierarchy generally shows 
key concerns to be the licensing of the shows and the release of the translation of copyright materials to 
the public as fansubs of unlicensed shows are considered to be the least problematic legally while the 
direct copies (‘rips’) of released DVDs is the most unacceptable action (see Table 8.1).  Compared to the 
hierarchy by Condry (2010), the ethical hierarchy in Thai fansubbing communities has a particular focus 
on format and distribution of target texts.  It also seems to be based on the extent of ethical values on 
serving community fans with no monetary gains.  This could be interpreted according to a culturally-
nuanced ethical view in that Thai fansubbers prioritise the consideration of their interrelationships with 
other fan community members and the benefit to the community.  This in turn relates to the issue of 
personal gain through monetary reward for the fansub work which is considered by the Thai fansubbing 
communities as the lowest in their ethical hierarchy. 
The least problematic hierarchy in Thai fansubbing is fansub circulation by providing a separate subtitle 
file (see no. 1, Table 8.1).  As mentioned earlier in Section 8.1.1, Interviewee 7 and team members use 
this method.  It is seen as the least problematic solution because fansubbers can share translations of 
their favourite content with other fans, and they are not involved in the distribution of the unauthorised 
materials which is considered as copyright violation.  However, many fansubbers do not use this method, 
probably because they think that it is inconvenient for non-translating fans to separately download the 
source materials, as Interviewee 7 mentioned: 
Most people view that downloading the source materials to watch with softsub 
is too difficult.  They prefer watching through online streaming. 
 
The above comment shows that this way, although having the least involvement in the legal issues, 
might not be able to serve other fans fully.  By comparison, the production and distribution of fansubs in 
hardsub version (see no. 2, Table 8.1) can solve the above issue for non-translating fans, as fans can 
immediately watch fansubbed materials on online streaming.  However, since subtitles are embedded 
into copyright materials, fansubs in hardsub versions are most likely to be considered as copyright 
infringement from a legal perspective, as mentioned in Section 8.1.1.   
The methods of fansub circulation in 1 and 2 (see Table 8.1) serve the ethical justifications of fansubbing, 
which aim to help other fans to watch their favourite content for non-commercial purposes.  These 
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methods imply a possible link between the ethical considerations of Thai fansubbing and the value of 
interrelationships between individuals in the community which is encouraged in Buddhism 
(Hongladarom 2014; Bhattarakosol 2007), as shown from examining Thai fansubbers’ interrelationships 
with other fan community members. 
The focus on the interdependence of individuals in the communities possibly influences Thai fansubbers’ 
points of views on whether an action is considered ethical in fansubbing.  That is, the more an action 
serves only personal monetary gains and disregards the collaborative efforts of fan community 
members, especially fansubbers, the more unethical such an action is deemed to be.  This can be seen 
from 3, 4, and 5 in Thai ethical hierarchy (see Table 8.1), which are discussed below. 
In some cases, fansubbers produce fansubs in hardsub version, and attach fansubs to the advertisement 
links or post the advertisements on their sites when they distribute the fansubs as mentioned in 3.  Some 
fansubbing communities which have sought this method claim that the monetary profits gained from the 
advertisements help relieve the burden of the costs associated with renting distribution servers.  They 
believe that renting such a server on the Internet helps prevent their fansubs from being removed by the 
third party due to the legal issues, thus, the justification for the cost.  Such discussions concerning a way 
of producing and distributing fansubs often trigger different opinions among fansubbers.  Some 
fansubbers believe that this can be acceptable as long as they link the advertisements to their own 
fansubs: 
It is okay [to gain profits from advertisement links].  But, I am just afraid of 
getting a notice from SBS.  [Interviewee 8] 
 
Meanwhile, although Interviewee 9 does not seem to be against such a method, she thinks 
that the fansubbing team has to show a strong commitment by releasing fansubs faster than 
other groups: 
I am a fan and love Running Man, so I want to create pleasing styles of fansubs. 
I do not expect to gain any profits from advertisements because now we make 
fansubs without any pressure to rush. If we add advertisement links and aim to 




On the other hand, some believe that fansubbers should uphold their ethical values for fansubbing by 
not receiving any financial gain from the practices: 
Actually, there is a ‘Boost’ function on Facebook, which we can link to our 
credit card.  If there is a person clicking ‘Like’ to our clips, we can earn money 
from that.  However, I do not want to do that because it is business-like. We do 
[set up fansubbing communities] because of our interest… [Interviewee 2] 
I don’t think [gaining money from posting the advertisement links] is 
appropriate.  It is like earning profits at the expense of copyright holders. 
[Interviewee 10] 
 
The above extracts show that distributing fansubs with advertisements (see no. 3, Table 8.1) trigger 
somewhat different opinions among fansubbers.  That is probably because fansubbers can gain some 
monetary profits from attaching fansubs to advertisement links even though some would claim that 
those monetary gains are spent on renting servers to distribute fansubs to other fans.  Therefore, there 
are fansubbers who believe that taking this approach and earning money cannot be fully deemed as 
serving the benefits of the community as a whole.  
Sharing fansubs without permission or without giving any credit to the creators of fansubs (see no. 4, 
Table 8.1) is considered unethical by many fansubbers.  They share their disdain towards such a method.  
For example, Interviewee 2 thinks that those who share the links to fansubs altogether in one website 
disrespect the laborious effort of fansubbers in fansub production.  Similarly, Interviewee 6 strongly 
disagrees with people who copy fansubs created by another fansubbing group and distribute them as 
their own work.  Interviewee 7 expressed her discontent by saying that those who take fansubs without 
permission and who do not give any credit to the fansubbers “have no manners and no ethics”.  These 
opinions among many fansubbers show their shared values on the collaborative effort in producing and 
distributing fansubs, suggesting fansubbers’ belief in the interrelationships of the members in the 
communities.  That is why individuals who disregard these values are viewed as unethical. 
Finally, bootlegging (see no. 5, Table 8.1) is considered the most problematic and unethical practice in 
fansubbing.  All of the interviewed fansubbers expressed their opposition against such an action.  That is 
because bootleggers do not create translations of their own, but simply sell fansubs made by fansubbing 
teams for their own financial benefit without permission from the fansubbers.  This method can be 
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considered as a clear contradiction against the ethical justifications of fansubbing to serve the fandom 
and for other fans with non-commercial purposes. 
The Thai ethical hierarchy in fansubbing shows that Thai fansubbers have shared ethical values in 
agreement with other fansubbing communities which focus on producing and distributing fansubs for 
other fans to serve their fandom with non-monetary rewards as discussed in Section 8.1.1.  Still, the 
cultural influence on Thai fansubbers gives rise to diverse interpretations of such shared ethical values in 
producing and circulating fansubs.  As shown in this section, Thai fansubbers are likely to have more 
relaxed attitudes regarding legal issues and to focus on the interdependence of the members in the 
communities when conducting fansubbing activities.  Thai fansubbers’ attitudes towards legal 
implications possibly influence the way they avail of most proficient technological tools to produce 
fansubs in various forms, including softsubs and hardsubs, and distribute them using various methods, 
such as with or without the links to advertisements, based on their ethical values to fansubbing. 
Ethical beliefs in fansubbing mean that Thai fansubbers show a strong opposition to actions which are 
against their own ethical justifications to fansubbing.  However, in response to unethical actions, such as 
bootlegging, fansubbers seem helpless and unable to take any proactive action towards those who take 
their fansubs without their permission: 
It [bootlegging] is terrible, but we cannot do anything about it. It depends on 
the ethical values of each person. [Interviewee 5] 
There are a lot of those who reupload fansubs and sell them for their own 
profits. I am tired of fighting against them and decide to let it go by believing 
that such a decision is an act of merit-making.36 [Interviewee 8]  
 
These comments show the complexity of the impact of digital technologies on fansubbers and the legal 
framework.  That is, the digital infrastructure and technological tools help fansubbers to fulfil their 
emotional involvement in fansubbing despite legal issues, by forming the communities where they 
influence one another, illustrating the networked affect in fansubbing.  At the same time, the online 
technologies also provide an opportunity for those actions which are considered against their ethical 
values of fansubbing, such as reuploading fansubs without permission or selling fansubs for commercial 
purposes.  For example, Interviewee 1 stated that there are some members in her closed group who 
                                                          
36
 Merit-making is a concept from Buddhism referring to doing good deeds for others in the hope that such deeds 
can benefit the person in the future or in the next life. 
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reuploaded fansubs outside the group, and some even created an application for selling fansubs online.  
The ‘democratic’ impact of digital technologies, where any individuals, both fans and bootleggers, can 
take advantage of technology to serve their own purposes in relation to fansubbing, can further support 
the ethical considerations in the use of available technological resources in translation practices at 
present (Kenny 2011).  In addition, an extract from Interviewee 8, which links her decision to ignore the 
bootlegging to merit making in Buddhism echoes the implications of the influence of deep-seated 
cultural belief, i.e. Buddhist belief, on the ethical values of Thai fansubbers in fansub production and 
circulation. 
Fansubbers attempt to take measures against unethical actions by seeking help from non-translating 
fans in their fansubbing communities.  They use subtitling software to incorporate a message on 
fansubbed materials to communicate with other fans, stressing that the fansubs were created for free 
distribution, in the hope that the viewers who read the message would stop purchasing the materials 
from bootleggers: 
There is no measure available to completely stop those who sell fansubs for 
commercial purposes.  All we can do is to promote the fact that these fansubs 
are intended for free distribution.  You don’t have to buy them.  If fans know 
that, they will probably stop buying [fansubs].  Those who steal fansubs for sale 
finally won’t have any buyers.  [Interviewee 9] 
 
This shows the interdependence between fans, especially fansubbers, and technology where the latter 
facilitates the former to execute in action their values, i.e. ethical beliefs, and to interact with others on 
digital platforms.  The digital infrastructure, i.e. social networking site, is also a communication platform 
for fansubbers to put pressure on the bootleggers.  The following extract from Interviewee 1 
demonstrates that fansubbers seek assistance from non-translating fans in the hope that fans will help 
stop bootlegging by not buying fansubs from the bootleggers.  The extract also illustrates the actions 
fansubbers will take in order to deter the bootleggers (e.g. direct warning message and pressure from 
non-translating fans): 
When we know the sites of bootleggers, we would send a request message [to 
stop selling our fansubs]. If we could not reach an agreement, we would use 
the mass [with non-translating fans] to put pressure on them. 
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This marks the interdependence between fansubbers and non-translating fans who have shared ethical 
values in fansubbing practices, where both parties together cooperate to stop unethical actions in 
fansubbing practices.  These measures taken for unethical actions highlight the cooperation within 
fansubbing communities where fansubbers seek assistance from non-translating fans as well as the use 
of technological tools in handling the actions which are against fan community members’ ethical beliefs.  
The measures demonstrate that shared ethical values in fansubbing communities can drive fan 
community members, especially fansubbers, to find a way to sustain their collaborative practices of 
fansubbing by forming cooperation between fansubbers and non-translating fans with the assistance of 
technologies. 
 
8.2 Trust in Fansubbing Communities 
 
Fan community members have not only shared ethical values, which help maintain collaboration in 
fansubbing communities, but also a shared mutual trust that strengthens and reinforces their 
interdependence in the communities.  This section explains how fan community members, both 
fansubbers and non-translating fans, have formed and fostered their interrelationships in the networked 
environment of online communities through discussions of trust in terms of epistemic trust (e.g. Origgi 
2013, 2012). 
 
8.2.1 Moral support in fansubbing communities 
 
As discussed in Section 3.2.1, when translators adhere to ethics in translation, they gain the trust of 
other translation agents (Abdallah 2010; Chesterman 2009).  This shows how ethical values can play a 
significant part in developing trust between translation agents.  In the case of fansubbing practices, the 
ethical values in fansubbing discussed in Section 8.1 are not only shared among fansubbers, but also 
permeate among non-translating fans in the communities.  The ethical values shared between 
fansubbers and non-translating fans can lead to trust in online communities.  As fansubbers conduct 
fansubbing practices in line with their ethical values to serve their fandom and other fans in the 
communities, they show moral commitment to fansubbing activities.  Fansubbers’ commitments can 
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influence other community members and build trust in fansubbers which can be explained in terms of 
epistemic trust (Origgi 2012). 
The fan survey shows that non-translating fans believe in the moral commitments of fansubbers, 
knowing that fansubbers produce and circulate fansubs to fulfil their own ethical justifications for 
fansubbing as discussed in Section 8.1.1.  These are expressed in the following extracts: 
[Fansubs] can raise the viewing ratings of the programmes and help promote 
the members or guests in the programmes. [Fan Respondent 1] 
[Fansubs] might not affect the programme ratings [in the origin of the 
programme]. However, if there is a fan meeting, there will be many fans 
participating in the event. The programme also becomes well-known. [Fan 
Respondent 7] 
[Fansubs] promote the programme and the actors/actresses who appear in the 
programme. They can pave the way for Korean media companies to have more 
channels to increase their income overseas and every sector can gain benefits. 
(For example, there are more people interested in visiting the programme’s 
settings. Fan meetings can be held.) [Fan Respondent 43] 
[Fansubs] help expand the fan base of the programme. Formerly, the fan base 
is limited to Korea or those who can understand Korean or English. Currently, 
the programme can gain fan clubs around the world. [Fan Respondent 78] 
 
The above extracts relate to ethical values shared among community fans.  As discussed in Section 8.1.1, 
one ethical justification for fansubbing is that fansubs can benefit the programmes and the cast of the 
programmes internationally.  The viewpoints above demonstrate that non-translating fans support the 
ethical justifications presented by fansubbers for fansubbing, showing non-translating fans’ beliefs in the 
moral commitments of fansubbers in fansubbing.   
In addition to the belief that fansubbing helps promote their favourite programmes in a global context, 
non-translating fans believe that fansubbers help other fan community members to gain access to their 
favourite programmes: 
[Fansubs] help fellow fans understand the programmes in their own language, 
and realise the charm of the programmes, developing love towards the 
programmes. [Fan Respondent 10] 
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[Fansubs] help viewers understand the programme and continue showing their 
support for the programme. [Fan Respondent 11] 
If there are no fansubs, viewers would never understand the programme and 
finally lose interest in the programmes.  That is because they cannot 
understand the foreign languages, making them unable to fully enjoy the 
programmes. [Fan Respondent 24] 
 
The opinions of fan respondents demonstrate that non-translating fans believe in the moral 
commitments of fansubbers as the latter fulfil the ethical justification for fansubbing by producing and 
circulating fansubs for other fan community members.   
Non-translating fans’ belief in the moral commitment of fansubbers in fansubbing can result in their 
moral support for fansubbers in producing and distributing fansubs.  The support given by non-
translating fans can be shown in the form of emotional responses to the incidents of fansubs being 
removed from online platforms.  The majority of fans stated that they were extremely sorry to hear that 
the fansubs had been removed.  They also gave their sympathetic responses regarding such incidents: 
It is terrible.  I feel sorry and pity for fansubbers who sacrifice many things to 
make fansubs for others without gaining any profits. If the removal is caused by 
the owners of the programme, I can get over it.  However, if fansubs are 
removed because someone breaks rules in fansubbing communities: by sharing 
links to other websites, reuploading elsewhere, copying for profits, I feel really 
pity for fansubbers. [Fan Respondent 20] 
I don’t understand why fansubs are removed.  I want to rebuke anyone who 
removes fansubs.  Fansubbers sacrifice their time and effort to create fansubs, 
but those who remove fansubs do not seem to care about such efforts.  
Viewers lose the chance to watch fansubs, and fansubbers probably feel 
resentment [Fan Respondent 27] 
[I] feel sorry for fansubbers because they have no intention to violate copyright 
laws. They do it because they truly love the programme and want to share it 
with other fans. [Fan Respondent 37] 
[I] feel very sorry and pity for fansubbers as they earnestly create fansubs.  
Some have to work, study, but they sacrifice their time to produce fansubs. I 




These extracts of moral support from the non-translating fans for fansubbers highlight trust within 
fansubbing communities which is developed from the shared ethical values or moral commitments 
among fan community members.  Non-translating fans believe that fansubbers contribute tremendously 
to produce and distribute fansubs for other members of fan communities.  These contributions to fulfil 
the expectations of other members can build trust in the communities (Grasswick 2010).  Furthermore, 
having shared values in fansubbing and a mutual interest in digital content allows non-translating fans 
and fansubbers to develop emotional connections in the form of attachments and can build trust within 
their communities (Fonagy and Allison 2014). 
As Origgi (2013, 2012) explains epistemic trust, in addition to moral commitments, can be built from 
social interactions and personal relationships between individuals.  The trust between non-translating 
fans and fansubbers in online communities can be illustrated through non-monetary rewards offered by 
non-translating fans.  Examples of such rewards are social plugins, such as the ‘Like’ button on 
Facebook, comments, or conversations between fansubbers and non-translating fans.  This gift 
exchange value through digitally-mediated interactions can develop the networked affect (Jarrett 2015) 
as such a form of reciprocity in turn can affect fansubbers’ emotional attitudes, which motivate them to 
feel encouraged and maintain their voluntary efforts in fansubbing: 
I feel proud that they click ‘Like’ [on my work], but I do not expect to get a large 
number of ‘Like’ supports. I prefer the comments from them, to have 
interactions with each other. I think it is better this way. When someone clicks 
‘Like’, I will check my fansubbing community. However, I do not intend to count 
or view the number of those who clicked ‘Like’, but I want to read their 
feedback. [Interviewee 2] 
The more I received ‘Like’, feedback and thanks [from non-translating fans], the 
more I want to make fansubs. [Interviewee 5] 
Friends on my fan page are really nice.  I have a good friendship with them. One 
of my followers on the fan page even messaged me, calling herself ‘mom’ [the 
term to show endearment and close relationship in Thai]. ... She wrote to me 
every day and we have become friends.  This is the relationship which I have 
experienced.  I feel delighted and happy to know that they [non-translating 
fans] gain happiness when they view my work… Whatever I post, my followers 
would show their appreciation and send me support, giving me the strength to 
continue fansubbing. [Interviewee 6] 
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I am practicing translation by simplifying my choice of words because my 
translation choices are too difficult to understand… My fellow fans made 
comments on that. [Interviewee 10] 
 
The feedback and comments, including constructive criticism, from non-translating fans and fansubbers’ 
reactions and viewpoints towards such feedback, as shown in the above extracts, illustrate trusting 
interrelationships among peers who have the same interests on digital platforms.  The interfaces on 
social networking sites like Facebook also allow fan community members, especially fansubbers, to build 
relationships with each other, leading to engagement through the online interactions and discussions in 
terms of networked affect (Karppi 2015).  Such engagement can encourage fans to continue their 
participations in fan activities (Jenkins, Ford and Green 2013). 
These interrelationships between fansubbers and non-translating fans emphasise the critical importance 
of the interactive space of digital platforms in terms of generating networked affect, where peers’ 
encouragement for each other in online spaces drive them to gain more experience in relation to topics 
of interest (Lindgren 2012).  This highlights fansubbing communities as the affinity spaces (Gee and 
Hayes 2011), which further encourage fansubbers to enhance their skills and to participate in the 
practices.  While fansubbers contribute their knowledge and skills to translation and to the technical 
aspects of fansubbing, non-translating fans show their support to encourage fansubbers, underlining the 
supporting role played by fan viewers in the communities (Ito 2012).  This expands the concept of cross-
functional team in affinity spaces (Gee and Hayes 2011) beyond those who are creators and also to 
those who are supporters in the same interest group.  These close interrelationships of fansubbers and 
non-translating fans in the affinity spaces of fansubbing communities reflect mutual trust among fan 
community members which, as discussed in terms of epistemic trust, is built from the close social 
relations or bonds between individuals from their interactions in digital environments (Origgi 2013). 
The trust shared among fan community members can also be seen from a comparison of the attitudes 
between fans and non-fans towards the impact of fansubs on the original programmes.  The survey 
results illustrated in Figure 8.2 show that a majority of the fans (71%) believe fansubs have no negative 
impact on the foreign programmes.  By comparison, the opinions of non-fans are clearly more divisive as 
27% of the non-fans think that there would be a potential negative impact while 33% of non-fans are 
unsure of the impact of fansubs.  The remaining non-fan respondents (40%) do not believe that there 
would be a negative impact on the programmes due to fansubs.  
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Figure 8.2: Fans’ attitudes towards negative impact on the programme because of fansubs 
 
Both the fan and non-fan respondents who think fansubs potentially could have a negative impact on 
the original programme were asked about the reasons for such attitudes.  The survey results show that 
the non-translating fans made sympathetic and appreciative remarks about the fans’ efforts to produce 
fansubs:   
Some people take advantage of [fansubs] in a wrong way. There are ones who 
create fansubs for free, but some people snatch them and sell for their own 
profits. This is like a two-edged sword. [Fan Respondent 6] 
There might be a certain loss [from selling the licence of the programmes].  
While some countries/ companies purchase a licence to broadcast the 
programmes, fansubbing teams create fansubs for viewers for free. [Fan 
Respondent 9] 
 
The above extracts suggest that despite knowing fansubs can negatively affect the copyright holders, 
non-translating fans seem to lean towards justifying fansubbing by giving ethical reasons in support for 
fansubbers. This suggests a sense of trust between non-translating fans and fansubbers, which has been 
developed from the bonds between fansubbers and fan members in the communities and their tacit 

















Attitudes towards negative aspects of fansubs 
Question: Do you think there would be a potential negative impact on the 
programme because of fansubs? 
Yes No Don't know
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comparison, the surveyed non-fans made comments from a more detached legal perspective with a 
focus on the benefits of copyright holders: 
[Fansubs] involve copyright issues. The income from selling copyright materials 
can reduce. [Non-fan Respondent 56] 
The income of the programme reduces because of copyright infringement. The 
sales of products in relation to the programmes also decrease. [Non-fan 
Respondent 65] 
In the case where the licence of the programme has already been purchased, if 
fansubs are still made and circulated, some people will decide not to buy the 
product of the programme. They will also violate copyright law by watching 
fansubs. [Non-fan Respondent 121] 
[Fansubs] are considered copyright violation. The copyright holders lose the 
opportunity to gain income because the programmes are available for free on 
the Internet. [Non-fan Respondent 122] 
 
The non-fan respondents noted that the fansub production and distribution can cause the loss of 
income for the copyright holders and violate copyright laws.  The remarks from non-fans reflect a 
different level of attachment to fansubs and less close relationships with fansubbers, compared to non-
translating fans.  Because non-fans have not had any interactions with fansubbers in the communities, 
they are not likely to have shared tacit understandings of the ethical values in fansubbing.  This is shown 
in the lack of trust by non-fans towards fansubbers in producing and distributing fansubs since non-fans 
have not had shared experiences with members in the communities.  These contrasting viewpoints 
between non-translating fans and non-fans highlight the interdependence formed by the former with 
the members of the fan communities where the moral commitments of individuals as well as their 
shared attitudes and experiences can build trust in the communities, as explained in terms of epistemic 
trust (Origgi 2012; Grasswick 2010; Daukas 2006).  This form of trust arguably helps drive and sustain 
collaboration in fansubbing as the moral support shown by non-translating fans clearly encourages 




8.2.2 Fansub quality 
 
Trust in fansubbing communities is not only shown in the form of moral support given by non-translating 
fans to fansubbers, but is also reflected in non-translating fans’ perceptions of fansub quality.  This 
section discusses the way in which personal interactions between fan community members and their 
shared emotional involvement in fansubbing can build trust in online communities in terms of epistemic 
trust (Origgi 2012), leading to the non-translating fans’ high regard for fansub quality. 
 
 
Figure 8.3: Reasons for the fan and non-fan respondents in watching fan-translated content 
 
Figure 8.3 shows the reasons why the surveyed respondents like fan-translated content.  Of the 79 fan 
respondents who were aware of fan translation, their top two reasons why they watch fansubs are: 
making unreleased programmes available in Thailand (76%) and timing of the release (75%).  These 
results are not much different from those of non-fans and suggest that both groups believe that fansubs 
can solve the constraints in the official media distribution of foreign programmes in Thailand. 
In terms of subtitle styles, the difference of results between both fans and non-fans is not significant, 
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(48% of fans and 41% of non-fans).  However, fans and non-fans seem to think differently about some 
features of fansubs.  While the majority of the fans chose the subtitling mode (57%) and additional 
explanation of the annotation (51%) as their reasons for why they like watching fan translations, less 
than half of the non-fans share the same point of view (33% and 37% respectively).  As discussed in 
Section 7.1.2, the subtitling mode and additional explanation of the annotation or translation of impact 
captions serve to fulfil fans’ enjoyment when watching fansubs in the communities since fans believe 
they can gain a better understanding of the programmes, which shows their attachment to their 
favourite content.  By comparison, non-fans seem to think differently and it is likely to reflect the 
different level of attachment between fans and non-fans to the content.   
The attachment to foreign programmes which develops from watching fansubs with features as 
discussed in Section 7.1.2 seems to also affect the perceptions of fansub quality between fans and non-
fans.  As shown in Figure 8.3, 62% of fans selected translation quality as a reason why they like watching 
fan-translated content, whereas 41% of non-fans chose this aspect.  Such a discrepancy in opinions is 
probably due to non-fans’ distrust of non-professional translation.  This could then be reflected on the 
issue of trust in fansub quality.   
Unlike non-fans, many interviewed fansubbers and fan respondents think that fansubs are of high 
quality because of the fact that translations created by fansubbers meet the viewing expectations of the 
fans.  As fansubbers fulfil the viewing expectations of their fan community members, a trust can be 
fostered among these members in terms of epistemic trust (Grasswick 2010) as shown in the following 
extracts: 
I like watching fansubs created by [the name of fansubbing group] because I 
think they translate well and have pleasing styles of subtitles. [Interviewee 3] 
The translation is created to serve our preferences.  That is why it has high 
quality.  The meaning is clear and easy to understand [Fan Respondent 12] 
Translators pay more attention to the details in translation due to their interest 
in the programme.  They use various colours and styles of subtitles.  Simple 
word choices are selected so that the viewers can enjoy watching the 
programme [Fan Respondent 24]  
[Fansubs] have eye-pleasing subtitles and high translation quality [Fan 
Respondent 59] 
[Fansubs] are released quickly and the translation quality is excellent.  I don’t 
like the fact that a Thai TV broadcaster bought the copyrights for the 
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programme and produced a poor quality dubbed version.  The dubbed version 
fails to express the feelings of the casts, and dubbers just dub without paying 
any attention to the dialogue.  [Fan Respondent 76] 
 
These extracts confirm that when fans enjoy watching fansubs on their favourite programmes, they feel 
engaged in these programmes.  Many fan respondents, such as Fan Respondents 54, 58, and 63, also 
stated clearly that watching fansubs is “enjoyable” and helps them “gain viewing pleasure”.  Not only 
are fans’ perceptions regarding translation quality related to their viewing expectations, but also their 
perceptions relate to the extent to which they can develop a range of strong emotional responses or 
affects to their favourite content.  Fans’ engagement can be developed into a further attachment to 
their favourite content.  If fans feel an attachment to their favourite programmes, it makes them feel 
emotionally linked to the fansubs and the quality of the fansubs.  As discussed in Section 4.4.3 in 
relation to epistemic trust, such emotional involvement with one’s favourite content can build trust 
among individuals (Origgi 2012).  This can be taken as evidence to show how fan community members 
hold a high regard on fansub quality based on their positive emotional reactions towards their favourite 
programmes. 
Moreover, trusting the quality of the fansubs can also be linked to the interrelationships between 
fansubbers and non-translating fans in fansubbing communities as non-translating fans know that 
fansubbers use their expertise to produce high quality subtitles.  Close connections between fansubbers 
and non-translating fans in fansubbing communities also affect the latter’s positive attitudes regarding 
fansub quality.  These aspects can be seen in the following extracts: 
[Fansubs] can better portray the feelings of each member in the programme 
[than the official translation].  That is because [fansubbers] normally have a 
thorough understanding of the personalities of each member.  Therefore, they 
can translate by selecting the appropriate word choices for the members’ 
characteristics. [Fan Respondent 20] 
[I like fansubs] because they are of a high standard. There is also 
communication between fansubbers and non-translating fans through 
comments.  [Fan Respondent 38] 
Fansubbing teams have experience in translating the humour in the 
programme.  This helps the translation to be easily understood and to be able 
to convey the sense of humour in the programme.  [Fan Respondent 82] 
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The above extracts show that non-translating fans assume that fansubbers have a deep understanding 
of the personalities and characteristics of the cast members in the programme.  This suggests that 
fansubbers demonstrate genre expertise in their translations (O’Hagan 2013).  Non-translating fans’ 
belief in the expertise of fansubbers can possibly form trust in the eyes of the community members as 
addressed in terms of epistemic trust (Origgi 2012), leading fans to assume the subtitles are of a high 
standard.  Furthermore, the shared communication environments in fansubbing communities, as 
mentioned above by Fan Respondent 38, can also strengthen the relationships between fansubbers and 
non-translating fans, leading non-translating fans to trust that they are watching high quality fansubs.  
This implies an environment of shared experiences and bonds in the communities which can foster trust 
among community members (Fonagy and Allison 2014; Daukas 2006), and the reputational cues of 
fansubbers gained from the interactions in an online communicative space, i.e. fansubbing communities, 
can also build trust among community members (Origgi 2013). 
On the contrary, as illustrated in Figure 8.3, the survey results show that non-fans share the opposite 
views towards fansub quality.  Non-fans who do not belong to fansubbing communities seem to 
question the quality of the translations produced by fansubbers.  This is demonstrated in the following 
extracts: 
The meaning in fansubs can be inaccurate. It is possible that viewers are 
misled by the fansubs. [Non-fan Respondent 8] 
There are occasionally some errors in translation. For example, the 
misinterpretation of the content can lead to mistranslations.  This results in 
low quality subtitles and the translated contents are not the same as the 
original. [Non-fan Respondent 10] 
Fansubs can be mistranslated because their accuracy is not approved by the 
professionals. [Non-fan Respondent 47] 
The content [in the original] can be misleading. Sometimes the translation 
[in fansubs] is of very low quality. Therefore, instead of appreciating 
[fansubs], some viewers stop watching [the fansubbed materials]. [Non-fan 
Respondent 88] 
 
The above extracts reveal that there are some suspicions over the accuracy of translations made by 
fansubbers, signalling the uncertainty of the language skills of fansubbers in fansub production.  This 
indicates that the credibility of fansubbers is quite low in the eyes of non-fans, leading to their mistrust 
in the translation quality of the fansubs. 
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The survey results manifest the different attitudes towards fansub quality between fans and non-fans.  
Non-translating fans show their trust in fansubbers through a combination of praise for the fansubbers’ 
work and talk of close relationships with the fansubbers as they share an emotional involvement and 
have social interactions among community members as Origgi’s discussion (2012) on epistemic trust 
predicts.  That is, non-translating fans believe in high quality subtitles because fansubs can fulfil their 
viewing needs and provide an attachment to their favourite content.  Moreover, they trust that 
fansubbers can produce high quality fansubs because of the fansubbers’ expertise in the genre and close 
relationships with fansubbers in the online communities.  The trust in fansub quality of non-translating 
fans shares similarities to the fan perceptions of fansub quality identified in Švelch (2013), where non-
translating fans may overlook translation errors in the fansubs in their desire to show the ‘silent 
gratitude’ for fansubbers’ efforts.  In contrast, non-fans are not emotionally attached to the 
programmes, and they have not developed any close relationships with fansubbers in fansubbing 
communities.  These are likely to be the reasons why non-fans pay more attention to translation errors 
in fansubs, and as a result show mistrust towards fansub quality. 
Driven by the attachment to their favourite programmes when producing fansubs, fansubbers 
understand fans’ viewing preferences, and produce translations with features which can meet the fans’ 
expectations (see Section 7.1.2).  That is one of the reasons why non-translating fans place their trust in 
the quality of the fansubs.  This suggests that translation quality can be perceived socially from the 
interrelationships between actors in a translation network (Abdallah 2012).  Trustful relationships in 
fansubbing communities, among fansubbers (see Section 7.3) and between fansubbers and non-
translating fans as discussed in this section, point to high social value in this community translation 
practice, encouraging fansubbers to maintain their collaboration and continue with their fansub 
production and circulation in fansubbing communities. 
 
8.3 Thai Fansubbing Community Actor Network 
 
On the basis of the collected research data, each human and non-human actor and their interactions 
were identified in the first-level codes as discussed in Section 6.2.1.  Then these first-level codes were 
reorganised into two themes as presented in Section 6.2.2.  Based on the second-level codes, Chapter 7 
discussed how fansubbers use digital technologies to collaboratively produce and circulate fansubs with 
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other community members, while this chapter has so far focused on the interdependence of fan 
community members in fansubbing which has formed shared ethical values and mutual trust that seems 
to be the key to sustaining collaboration in the activities.  These interrelationships of fansubbers with 
other key human and non-human actors in fansubbing communities can be shown in the form of an 
actor network in fansubbing, titled The Fansubbing Community Actor Network, which is represented in a 






Figure 8.4: Thai Fansubbing Community Actor Network  
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Each key human and non-human actor in fansubbing communities in Figure 8.4 is presented in the 
colours as used in the first-level codes in Section 6.2.1 (see Figure 6.9).  As identified in Section 6.1.3, 
these actors, illustrated in the bubble shapes, include fansubbers, non-translating fans, fansubs, 
digital infrastructure, technological tools, legal framework and Korean TV programmes.  The node of 
non-fans is presented in a rectangular shape as a non-actor which does not belong to fansubbing 
communities.  The interactions of non-fans with the actors in the fansubbing network are illustrated 
by a dashed line, indicating an indirect link with the key actors as a comparative dataset.  The 
unidirectional link in the Thai Fansubbing Community Actor Network shows the roles of the actor as 
an intermediary which triggers other actors to take part in the practice, but its roles remain 
unchanged.  The bidirectional link shows the roles of the actors as mediators whose roles are 
negotiated and transformed when interacting with other actors. 
The size of the diameter of the shape representing each actor is shown in proportion to the number 
of counts when the collected data were coded under each node in the first-level coding.  The node 
of fansubbers is the largest since fansubbers have the most interactions with other actors in the 
network, demonstrating their significant role in ‘mobilising’ fansubbing practices.  Korean TV 
programmes, shown as an intermediary in fansubbing practices, trigger fan community members, 
both fansubbers and non-translating fans, to seek a platform to access translated versions of their 
favourite programmes.  These fan community members interact with digital infrastructures, leading 
to the transformation of the latter’s role from a communication platform into a viewing platform 
(see Section 7.1.1). 
When fans interact with fansubs by watching them on an online viewing platform, some of the fans 
mobilise fansubbing practices by transforming their role from viewer to fan translator or fansubber.  
The interactions between fansubbers in the fansubbing team have transformed individual 
fansubbers to take various roles in the fansubbing network.  Fansubbers become either learners or 
mentors when they share knowledge of fansubbing on online platforms, and as a result, the role of 
digital infrastructure has been transformed also into a learning platform for fansubbers (see Section 
7.2.2).  Each fansubber also takes on different roles, such as translator, editor, and typesetter when 
they collaboratively produce and distribute fansubs albeit primarily in non-professional translation 
contexts (see Section 7.3.1). 
Technological tools are another key non-human actor in fansub production and circulation.  Their 
roles are ‘negotiated’ when interacting with fansubbers through the fansubbing process by 
becoming facilitating tools for accessing source materials, translation, typesetting, etc. (see Section 
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7.2.1).  The use of these technological tools in fansub production and circulation emphasises their 
indispensable role in fansubbing practices. 
Fansubs are products made by fansubbers to fulfil their own expectations as viewers and to serve 
other members of the community such as non-translating fans who do not understand the source 
language when watching their favourite programmes.  Fansubs also further promote and enhance 
fansubbers’ and non-translating fans’ pre-existing attachments to favourite content (see Section 
7.1.2) and encourage both groups to engage in fansubbing practices. 
Meanwhile, a legal framework serves to control the circulation of fansubs as fansubbing practices 
encroach on copyright issues which may rely on functions of digital infrastructure to remove fansubs 
from digital platforms.  This causes a transformation in the network, for example, when removing 
fansubs forces fansubbers to use digital infrastructures and technological tools to resort to different 
measures so that they can continue with their fansub production and circulation (see Section 8.1.1).  
This also means that the legal issues function to stimulate the ability of the community members to 
exploit various technological solutions to the problem. 
As fansubbers and non-translating fans share the same strong interest in Korean programmes, they 
have formed strong ties through interactions in fansubbing communities by using the digital 
infrastructure as their communication platform.  These interrelationships between fansubbers and 
non-translating fans can develop into a trustful relationship and make an impact on the latter to take 
on the role as supporters for the former in fansubbing (see Section 8.2).  
By comparison, non-fans are outsiders of the network in fansubbing and have not formed 
interactions with fansubbers and non-translating fans.  As a result, non-fans do not share affects and 
values in fansubbing like fan community members although some of them have watched fansubs 
(see Sections 8.2).  The non-fans also tend to display negative attitudes towards fansubbing 
practices.  Such a difference in attitudes between fan community members and non-fans 
emphasises the special interrelationships which develop between fansubbers and non-translating 
fans within the network of fansubbing communities.  This highlights the ‘association’ of 
heterogeneous elements in the communities, where not only humans (i.e. fansubbers and non-
translating fans) but also non-humans (i.e. fansubs, digital infrastructure, tools, legal frameworks) 
become actors which have a tangible impact on fansubbing practices through their interactions with 
other actors.  The ‘enrolment’ of these actors gives rise to the transformation of their roles and 
mobilises fansubbing practices in the communities, showing the association of these human and 
non-human actors in fansubbing.  Such an association forges trustful relationships among fan 
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community members, especially fansubbers, encouraging them to engage in fansubbing practices, 
and sustaining their collaboration in fansubbing. 
 
8.4 Concluding Remarks 
 
This chapter addressed the second-sub question of how fan community members forge their 
interrelationships in fansubbing practices.  It focused on the interrelationships of fansubbers and 
non-translating fans in fansubbing communities supported by strong evidence of shared ethical 
values and mutual trust which develop among fan community members.  Shared ethical values 
among fansubbers are developed in the context of the attachment to their favourite content and 
engagement in fansubbing.  Fansubbers value sharing as is evident in fansub production and 
circulation and justify their practices as ethical.  They then exploit technological resources in finding 
solutions so that they can continue their practices although fansubbers constantly face potential 
legal challenges in producing and distributing fansubs due to the use of unauthorised copyright 
content. 
In addition to the impact of fan affects on Thai fansubbers’ ethical values, broader cultural beliefs 
are likely to influence Thai fansubbers as reflected in the ethical hierarchy in fansubbing.  As 
explained in Section 8.1.2, the ethical hierarchy in Thai fansubbing emphasises the fansubbers’ 
contribution without personal gains to other fan community members and the appreciation of other 
fan community members whose moral support contributes towards fansubbers’ collaborative effort.  
This ethical hierarchy in Thai fansubbing is possibly linked to the generally relaxed attitudes of Thai 
people about legal matters and their values placed in the interrelationships of individuals as well as 
benefits of the communities as encouraged in Buddhism beliefs (Hongladarom 2014).  The different 
interpretations of shared ethical values in fansubbing as manifested in the ethical hierarchy in Thai 
fansubbing support a more culturally nuanced view of ethics, which depends on the underlying 
cultural beliefs by individuals in a particular social setting (Ess 2014). 
The analysis also showed that in fansubbing communities non-translating fans share similar ethical 
values in fansubbing.  Non-translating fans believe in fansubbers’ ethical reasons for producing 
fansubs, and place their trust in fansubbers, showing their belief in moral commitments of the latter 
in conducting the activities which lead to the building of epistemic trust (Origgi 2012).  Fansubbers in 
turn gain trust from non-translating fans based on the contributions they make, i.e. fansub 
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production and circulation, to the communities (Grasswick 2010).  Non-translating fans’ trust is 
shown in the form of moral support which they have provided for fansubbers.  In turn, non-
translating fans’ support is appreciated by fansubbers, revealing tacit understandings shared 
between fan community members.  These close relationships among the members, including 
fansubbers and non-translating fans, foster further trust in the communities (Fonagy and Allison 
2014).  By comparison, those who do not belong to the communities are likely to show mistrust in 
the fan practices by discrediting them as dubious relating to the copyright issues. 
Looking at the survey data, non-fans’ perception of fansub quality reflects their mistrust of 
fansubbers and/or fansubbed materials.  Many non-fans express negative views regarding 
translation quality of subtitles created by fansubbers.  This contrasts clearly to fans in fansubbing 
communities, who believe that fansubbers can produce high quality translation.  Non-translating 
fans seem to attribute their perceptions of the quality of fansubs to the fansubbers’ established 
track record to produce subtitles which meet fans’ requirements, and to act as experts on their 
favourite programmes.  Such high regard for the quality of fansubs is likely due to close relationships 
forged between the fansubbers and non-translating fans based on their online interrelationships 
developed through interactions, stemming from the shared passion towards and understanding of 
their favourite content. 
The study illustrated that fan community members, fansubbers and non-translating fans, share 
ethical values and develop mutual trust which are formed and fostered from shared affects, close 
social relationships and tacit understandings from within the communities.  These values and trust 
forged among fan community members are at the heart of collaboration in fansubbing and its long-
term survival in the face of various challenges, such as legal issues.  
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Chapter 9 Conclusion 
 
9.1 Research Question Revisited: Collaboration in Thai Fansubbing 
 
The present research set out to gain insight into collaboration in fansubbing practices.  On the basis 
of empirical data, this study explored the under reported practice of fansubbing in Thai contexts as a 
non-professional translation activity performed by fans.  The present research cast a spotlight on 
Thai fansubbers when they collaborate with other members in online communities of fans (see 
Section 1.2) with a focus on the way in which they use technology.  The study further examined the 
way in which community members forge their interrelationships.  In particular, it paid close 
attention to the largely overlooked role played by non-translating fans and that of digital 
technologies, as well as legal and ethical factors in consideration of wider socio-cultural contexts in 
Thailand.  
The present research explored Thai fansubbing from a socio-technical perspective with its focus on 
the impact of digital technologies as a significant factor affecting interactions among fan community 
members.  This lens allowed the researcher to examine the interrelationships formed between 
technology and human actors in some detail.  It also treated as a key element the roles played by the 
technology which can be transformed by human actors in a social practice (Matthewman 2011, 
Latour 1991).  To investigate the interactions between human actors and digital technologies within 
fansubbing communities, virtual ethnography (Hine 2008, 2000) was adopted as a data collection 
approach.  The data consist of interviews with fansubbers, the online fan survey, and the non-fan 
survey as comparative data.  The researcher’s ‘insider’ status enabled her to draw on her own 
fandom and professional experience from the AVT industry in Thailand.  This proved to be beneficial 
when approaching the study participants to collect the data.  Since the interviewees and the 
researcher shared an interest in the same media text, the ‘conversations’ during the interviews 
could proceed unhindered, allowing the researcher to gain rich data of fansubbing practices.  This 
could be seen from the duration of the interviews which lasted up to 4 hours for a single session (see 
Section 5.1.2).  At the same time, the researcher was aware of her potentially subjective 
engagement and constantly reminded herself of the role of the objective researcher while collecting 
the interview data.   
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Collected data were analysed within the framework of Actor-Network Theory (ANT) (Latour 2005, 
1987).  ANT facilitated the exploration of the interactions of the actors forming a given practice with 
the equal inclusion of both human and non-human actors in this social practice.  The framework 
guided the researcher to identify the key human and non-human actors in the fansubbing network 
and to probe at some depth the interactions of these actors in fansubbing communities.  The 
application of ANT in the present study therefore helped to explicitly address the roles of digital 
technologies, treating the latter as one of the key actors in fansubbing.  In addition, ANT enabled the 
current study to home in on the interactions of fansubbers with other key actors, such as non-
translating fans, in online communities.  The framework of ANT also allowed the researcher to 
consider the external factor, i.e. legal framework, as another key actor in the Thai Fansubbing 
Community Actor Network (see Figure 8.4).  The focus on the legal dimension in the fansubbing 
network led the present study to look into the effect of legal issues on fan community members and 
vice versa, as shown in the way the members dealt with legal challenges by availing of the 
technology and emphasising their shared ethical values to justify their fansubbing practices. 
The present study investigated in-depth collaboration in fansubbing by applying three concepts as 
interpretative tools in the analysis: affinity spaces (Gee and Hayes 2011), networked affect (Hillis, 
Paasonen, Petit 2015), and epistemic trust (e.g. Origgi 2013, 2012).  They enabled the researcher to 
further illuminate the interactions of the key actors involved in fansubbing by focusing on the 
interdependence between fansubbers and non-translating fans as well as the interactions between 
fan community members and technologies.  While affinity spaces highlighted the collaboration 
among individuals who had common interests facilitated by digital platforms, networked affect 
focused on affects which were developed from the interrelationships shared between humans 
connected on digital networks.  Epistemic trust helped to underline the impact of shared affects and 
interrelationships between individuals relating to trust which is considered a potential key factor to 
sustain collaboration of fan community members in the networked environment. 
 
The main research question of this thesis was: 
How does collaboration develop in online communities of Thai fansubbers? 
 
Collaboration in fansubbing was in turn investigated by answering two sub-questions and these are 
elaborated on in the next sections. 
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1.1 How do Thai fansubbers exploit technology and collaborate with other community members in 
the production and circulation of fansubs? 
 
The study presented a micro observation of the interactions between fan community members, 
especially fansubbers, and digital technologies served as an essential tool and infrastructure in the 
Thai Fansubbing Community Actor Network.  Fansubbers made the best use of online technologies, 
including software tools, online dictionaries and search engines, to fulfil their fansubbing purposes 
(see Section 7.2.1).  Throughout the collaborative process of fansubbing, these tools assisted 
fansubbers to access the source materials for fansubbing, to translate their favourite programmes, 
to decorate subtitles, and to upload their finished products (fansubs) online for distribution.  These 
tools also allowed fansubbers to produce fansubs with specific features, such as the timeframe for 
release, subtitling style and translation of impact captions, which met the viewing needs of other fan 
community members, as discussed in Section 7.1.2.  In addition to playing an assisting role in fansub 
production and circulation, the technology became a facilitating tool for fansubbers to devise a 
solution for when their fansubs had been removed due to legal matters (see Section 8.1.1).  In turn 
social networking sites, such as Facebook, became a collaborative platform for fansubbers and other 
community members to have digitally-mediated interactions where they shared their responsibilities 
and formed a cross-functional team for fansub production (see Section 7.3.1).  The interactions of 
fansubbers on digital platforms not only led to fansub production but also to the formation of their 
interdependence in learning and improving fansubbing skills where newbie fansubbers gained 
knowledge of fansubbing from the more experienced members through communicating on digital 
platforms or sharing advice which was stored in digital archives like websites or video sharing sites 
(i.e. YouTube) (see Section 7.2.2).  In addition to providing such a knowledge sharing space, the 
social networking sites became a platform for fan community members to access fansubs of their 
favourite programmes immediately after the original version was broadcast and to allow them to 
share the passion for their favourite content (see Sections 7.1.1 and 7.1.2). 
The research findings demonstrated that these interactions between fan community members and 
digital technologies fostered deep emotional involvement or affect in fansubbing among fan 
community members.  Since the fansubs made available online satisfied the fans’ viewing 
expectations, these fansubs served to develop and increase shared affects among fan community 
members in the form of strong attachments to their favourite programmes (see Section 7.1.2).  
Some members acted on such affects by voluntarily becoming fansubbers and contributing their 
translation and technical skills to produce and distribute fansubs collaboratively.  This collaboration 
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of fansubbers was found to further deepen their engagement in fansubbing and this was something 
which likely drove fansubbers to continue with their fansubbing activities despite the legal 
challenges (see Section 7.3.2).  
The study found that collaboration in Thai fansubbing practices arises from the interactions between 
fan community members and digital technologies.  This was shown specifically by the ways in which 
fansubbers used digital technologies: to gain knowledge of fansubbing, to produce and circulate 
fansubs, to take measures to circumvent the legal issues when fansubs were taken down, to develop 
interrelationships with other fan community members, and ultimately to satisfy fans’ viewing needs 
through the consumption of fansubs, as discussed above.  These interactions also deepened 
fansubbers’ strong attachment to their favourite programmes and engagement in fansubbing, 
encouraged them to voluntarily collaborate in producing and distributing creative fansubs for other 
fan community members and allowed them to make creative use of technological solutions to 
sustain their fansubbing communities.  
 
1.2 How do fansubbers and non-translating fans as community members forge their 
interrelationships in specific socio-technical settings of Thai fansubbing communities? 
 
The study found that in addition to the interactions between fansubbers and digital technologies, 
collaboration in Thai fansubbing was demonstrated by the interdependence between fansubbers 
and non-translating fans that was formed within the Thai Fansubbing Community Actor Network, 
even when faced with legal challenges.  Such interdependence was shown in the way they forged 
their relationships by having common ethical values in fansubbing (see Section 8.1) and building 
mutual trust in online communities in the process of fansubbing-related activities (see Section 8.2).  
The strong attachments fans have to their favourite programmes, which were developed when fans 
watched fansubs freely available on digital platforms, encouraged fan community members to 
believe in the ethical values of fansubbing that fansubs are produced and distributed to serve 
fandom and fan community members without seeking personal monetary gain.  Such shared ethical 
beliefs were demonstrated when the interviewed fansubbers justified their fansubbing practices 
citing their own ethical reasons (see Section 8.1.1).  In turn many surveyed fans expressed 
sympathetic views towards fansubbers when fansubs were suddenly removed due to legal reasons 
(see Section 8.2.1), suggesting that these fans also viewed fansubbing practices as ethical.  These 
shared ethical values in fansubbing expressed by fan community members seemed to encourage 
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fansubbers to maintain their collaboration in fansubbing practices, as demonstrated in the way they 
persistently sought alternative avenues by using digital technologies to continue with their fansub 
production and circulation, despite potentially significant legal challenges (see Section 8.1.1). 
In the particular Thai context addressed in this research, Thailand has a history of piracy with a 
generally relaxed attitude concerning legal issues while interrelationships between people in the 
community and communal good are prioritised in society, which most likely stems from underlying 
Buddhism beliefs and their focus on the benefit of the wider community.  These underlying traits 
arguably help explain the ethical values of Thai fansubbers in fansubbing, and the interrelationships 
among the community members (see Section 8.1.2).  The different methods used by the interviewed 
fansubbers in producing and circulating fansubs, such as fansubs in softsub and hardsub versions, 
could illustrate the decisions of fansubbers which were possibly derived from these socio-cultural 
impacts.  These ingenious methods demonstrated the desire to fulfil the common good for the fan 
communities as a whole in that the fansubbers were determined to distribute fansubs to other fan 
community members, despite the possible legal repercussions involved.  Meanwhile, these 
fansubbers showed strong opposition to their fansubs being distributed and sold to fans by other 
groups of fansubbers without permission and for their own personal gain.  This was because these 
actions disrespected the spirit behind the collaborative effort in fansubbing and they went against 
the fansubbers’ ethical values of distributing fansubs to serve their fandom and the benefit of fan 
communities. 
The research indicated that shared ethical values in fansubbing in turn culminated in mutual trust 
among fansubbers and non-translating fans in online communities.  The fan survey illustrated that 
non-translating fans believed in the moral commitments of fansubbers and the latter’s contribution 
in producing and circulating fansubs.  They also shared strong emotional connections with 
fansubbers through the treatment of their favourite content.  These shared affects as well as ethical 
values which seemed to develop between fansubbers and non-translating fans possibly elevated 
non-translating fans’ sense of gratitude towards fansubbers who are seen to be genre experts with 
the necessary language skills.  This was shown by the non-translating fans’ high regard for the 
perceived quality of fansubs in contrast to that by non-fans (see Section 8.2.2).  Furthermore, non-
translating fans rendered their moral support in the form of feedback and comments as a sign of 
their gratitude, albeit non-monetary, for fansubbers.  In turn fansubbers gained encouragement 
from the unwavering support of non-translating fans to continue with their fansubbing practices (see 
Section 8.2.1).  These responses from fansubbers and non-translating fans indicated a kind of mutual 
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trust that formed within the communities, forging interrelationships in fansubbing practices.  This 
mutual trust between fansubbers and non-translating fans in fansubbing communities seemed to act 
as a catalyst to further encourage fansubbers to continue with their voluntary efforts in fansubbing, 
which led to the continuation of their collaboration in fansubbing communities on digital platforms. 
In conclusion, the answer to the main research question lies in the Thai Fansubbing Community 
Actor Network (see Figure 8.4) which elicits the intricate interrelationships formed between human 
and non-human actors, with the deterring legal factors contributing in some way to the 
strengthening of the network, and to unleashing and sustaining fan collaboration in the digital era.  
Collaboration in Thai fansubbing was demonstrated as arising from the trustful interrelationships 
between fansubbers and non-translating fans in the networked environment of fansubbing 
communities.  Such interrelationships have been forged by deep emotional involvement in 
fansubbing shared within the communities, further forming shared ethical values in fansubbing 
which were also likely influenced by the members’ socio-cultural contexts.  Mutual trust in these 
fansubbing communities encouraged fansubbers to voluntarily engage in fansubbing practices and 
to continue their engagement, despite some legal challenges or the lack of monetary rewards, by 
availing of digital technologies as tools and platforms to collaboratively produce fansubs in online 
communities and to circulate them for other members.   
 
9.2 Contributions of the Present Research to the Existing Body of Knowledge 
 
This thesis tackled collaboration closely intertwined with technology as the central notion of 
fansubbing.  This empirical study examined in some detail the interrelationships between digital 
technologies and translation agents, i.e. fansubbers and non-translating fans, and also explored the 
interdependence between these translation agents in this non-professional translation practice.  It 
found that collaboration in Thai fansubbing arose from the trustful interrelationships of fans who are 
driven by their deep emotional involvement with their activities, which channel their creativity to 
invent novel products, i.e. fansubs, and come up with novel ideas to seek the best use of 
technologies to continue with their translation practices despite legal implications. 
The present study is an attempt to advance translation research in the direction of a socio-technical 
approach, which has not yet been adopted fully in translation studies.  The application of the ANT 
framework in this study enabled the researcher to show the pervasive roles of technologies as tools 
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and platforms, forming essential micro as well as macro environments for human actors, especially 
fan translators, in non-professional translation practices (see Chapters 7 and 8).  The diagram of Thai 
Fansubbing Community Actor Network (see Figure 8.4) as a research product helps visualise the 
anatomy of the interrelationships formed in the heterogeneous fansubbing network of actors within 
the ANT framework.  This visualisation of often intangible webs of relationships makes a major 
contribution in the body of existing research on fan translation.  Although the study was based on a 
relatively limited sample, it can be compared to or further built upon in other research which 
focuses on the socio-technical dimension in translation, for example, with a new set of data and a 
larger data sample or by developing a more sophisticated network analysis tool, such as Social 
Network Analysis (Risku, Rogl and Pein-Weber 2016). 
The focus on affect and trust in this thesis provides a hitherto relatively unexplored dimension in 
translation studies research in terms of the human roles in technology-mediated collaboration.  The 
empirical data in the current study showed affect as a key factor which drives fan translators to 
make a voluntary effort in community translation practices in Web 2.0.  Trust was found to pave the 
way for sustaining the collaboration between translation agents, including translators and 
audiences, in translation practices albeit a non-professional kind.  Although the current study 
discussed the issues of affect and trust within the limited scope of the three theoretical concepts 
(see Section 4.4), the findings in this study contribute to highlighting the importance of human 
factors in the technology-induced translation practices, which is becoming an area of interest among 
scholars working in the domain of translation technologies (Kenny 2017).  This line of inquiry could 
complement the focus on the cognitive dimension of translation (Risku and Windhager 2013) in 
digital environments where distributed cognition plays a part in giving rise to and sustaining the 
collaboration in technology-mediated distributed translation practices. 
The current study focused on the specificity of the local context and its influence on the actors in the 
fan translation communities, which in turn served to contribute to the continuing enlargement of 
the boundaries of translation studies beyond Euro-centric perspectives (Tymoczko 2009b).  Little-
known Thai translation practices were introduced in the current study, which is situated in the 
relatively new research area of non-professional translation in the form of fan translation.  This 
thesis on Thai fansubbing can be considered the first such work carried out in the area in translation 
studies to provide valuable empirical data.  It can contribute to setting the scene for future similar 
studies developing in Thailand or neighbouring Asian countries.  The International Asian Translation 
Traditions Conference in Malaysia, which the researcher attended and at which she gave a 
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presentation, was evidence of an increasing interest in translation studies in Southeast Asia and it is 
anticipated that more contemporary forms of translation, such as non-professional translation (e.g. 
fan translation), will likely attract scholarly attention in the future. 
In particular, the present study made a novel contribution to scholarship in the way in which it linked 
the discussion on ethical values especially tied to digital media ethics (Ess 2014) to non-professional 
translation.  It took into account less apparent yet deep-seated influences of local cultural contexts 
in which the given translation practice takes place.  The present research considered underlying 
factors such as the generally relaxed attitudes of Thai people towards copyright issues and the 
overall importance of interrelationships with people in communities in view of widely held beliefs 
that focus on the benefit to the community as highlighted in Buddhism (Hongladarom 2014).  It 
suggested that these factors possibly influenced Thai fansubbers when they developed their shared 
ethical values to produce and circulate fansubs (see Section 8.1.2).   
 
9.3 Limitations of the Present Research and Implications for Future Studies 
 
9.3.1 Limitations of the present research 
The research data were limited in terms of the sample size of the fan surveys and interviewees.  The 
interview data were also collected within the limited scope of fansubbing communities.  Since 
fansubbing practices are mainly conducted online and considered illicit activities, it was not possible 
to pin down the practitioners from every fansubbing community.  Thus, the present research 
focused on a group of fansubbing communities centred on a particular media text, i.e. Korean TV 
programmes, and relied on the method of snowball sampling to approach the interviewed 
fansubbers.  This small-scale study of the 10 Thai interviewed fansubbers therefore does not claim to 
be representative of the experiences of all fansubbers participating online, but it is hoped that the 
study provided some in-depth insight into the experiences and attitudes of real fansubbers currently 
engaged in fansubbing. 
Moreover, the fansubbed materials were not presented in the current study although these 
materials could help provide a greater understanding of the creative works produced by 
collaboration in fansubbing communities.  As fansubbers availed of unauthorised materials to 
produce fansubs, the use of fansubbed products has pointed to a potential issue in the researcher’s 
conduct: whether access to such material was allowable even in the context of academic purposes.  
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Such an issue relating to research ethics remains a grey area according to the researcher’s 
experience in preparing to seek ethical approval.  The researcher consulted on this issue with both 
her funded institution in Thailand and home institution in Ireland with the assistance of her 
supervisors.  While the former indicated no problem with the use of fansubbed materials for 
academic purposes, the latter provided no definite answer.  The researcher’s supervisor, Dr Minako 
O’Hagan, also mentioned that in Japan there are research rules in universities which disallow the 
researcher from accesings fansubs if they contain any illegal content (O’Hagan 2016, personal 
communication, 18 June).  This information was given by participants who attended her talk in Tokyo 
for the Japanese Association for Interpreting and Translation Studies.  To maintain integrity in 
research conduct, the researcher, therefore, decided not to use fansubbed materials in the current 
study. 
In addition, the use of the ANT framework for analysis remains limited in translation studies, as 
mentioned by scholars, such as O’Hagan 2017, Risku and Windhager 2013, and Buzelin 2007, 2005.  
Therefore, the present research was conducted without the benefit of a large body of previous 
research in the discipline. The researcher is aware that she may not have used the capacity of the 
ANT framework to its full extent in applying it to the present study.  The literature noted that the 
equal treatment of human and non-human actors in the implementation of the ANT framework can 
possibly undermine the subjectivity of the human actors because ANT does not differentiate 
between human and non-human actors and focuses particularly on the actual interactions between 
actors in the network.  Due to such a focus, the ANT framework could overlook the impact of the 
human actors’ historical experience in producing translations (Hekkanen 2009) and the impact of 
pre-existing social structures in translation practices (Buzelin 2007).  Despite such criticisms, the use 
of the ANT framework in the analysis proved to be useful in the present research as the framework 
allowed the current study to identify actors and gain detailed observations of the interactions 
between agents of translation and digital technologies in translation practices. 
 
9.3.2 Implications for future studies 
Virtual ethnography adopted in the current study enabled the researcher to explore in-depth the 
interactions between fan participants and online technologies, which served as tools and platforms, 
within the fansubbing communities.  This method allowed the data to be collected from direct 
experiences of the participants, helping the researcher to capture the transformation of the key 
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human and non-human actors’ roles within the Thai fansubbing community actor network.  The 
empirical virtual ethnographic data collected in this research provided an understanding of this non-
professional translation as a social practice which is influenced by technological environments and 
the Thai contexts in particular.  As manifested in the current study, the virtual ethnographic method 
can be usefully applied in future studies which aim to investigate community translation in Web 2.0 
with a focus on the interactions of participants in digitally-mediated environments. 
The discussions on the interrelationships between humans and digital technologies in producing and 
distributing translations in this thesis (see Chapter 7 and Section 8.1.1) showed the creative use of 
technologies by fan translators.  Fansubbers availed of technological tools to produce fansubs with 
novel styles of visual and linguistic elements (see Section 7.1.2).  In addition, fansubbers, who have 
the same ethical values to serve their fandom and other fan community members, relied on digital 
tools and platforms to come up with novel measures to continue fansubbing, even though there are 
legal implications related to this non-professional translation practice (see Section 8.1.1).  The 
nature of fan creativity in technology-mediated translation environments calls for further 
investigation into developing aspects of the legal framework that can help serve the growth of 
creativity in non-professional translation practices in the digital era.  The growing importance of 
technologies in translation practices as discussed in this thesis also supports future research into 
ethical considerations in the use of technology to produce and distribute translations. 
The focus of this thesis on the interdependence between human actors, i.e. fansubbers and non-
translating fans, was discussed in terms of trust (see Section 8.2).  This thesis showed that trust can 
be fostered by close relationships between fansubbers and non-translating fans in affinity spaces 
and shared ethical values in fansubbing communities.  Trusting relationships between fansubbers 
and non-translating fans can then create supportive environments for the former to maintain their 
voluntary efforts in producing translations.  In professional translation contexts, trust built from 
negotiations between translators and audiences has been found to help improve translation quality 
(Risku, Weber and Milošević 2016).  This suggests that translation quality can be perceived socially 
(Abdallah 2012), meaning that the interrelationships between actors in a translation network can 
affect translators to produce high quality translations.  Future studies can therefore extend the 
investigation of trust building among translation agents with the aim of improving translation quality 
and working environments for professional translators.  
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Appendix C: List of Survey Questions in English  
 
 
Survey on subtitled/dubbed foreign media consumption  
[Translated Version (The survey will be distributed in the Thai language.)] 
 
The purpose of the survey 
 
This survey is conducted as part of my PhD research at Dublin City University (DCU) in Ireland. My 
research topic is “fan translation” which refers to translation practices by media consumers to share 
their favourite content with others. The survey is aimed at understanding broad contexts in which 
fan translation in Thailand is created and received.  
 
This survey is anonymous and your participation is voluntary. The information you provide will only 
be used for my research.  All answers will be kept confidential. If you have any questions or concerns 
about the survey, please contact ethics@ dcu.ie.  This survey is approved by DCU’s Ethics 
Committee.  
 





1. Your gender  
o Male 
o Female 
o Prefer not to specify 
 
2. Your age group 




o Over 51 
o Prefer not to specify 
 
3. What is your occupation? 
o Student 
o Employee working for a private company 





o Other: (please specify) 
 
4. Access to TV  
o TV belonging to the whole family  
o TV of your own  
o Any other arrangements (please specify):  
o No TV  
5. How long do you spend on watching TV (hours/week)?  
o less than 5  
o 5 – 10 
o 11 – 15 
o 16 – 20 
o More than 20  
Behaviour of watching foreign programmes  
 
For some questions in this section when specified you are able to select a multiple number of answers 
for some of the items. 
 
6. Do you watch foreign programmes?  
o Yes  
o No  
7. Which types of subtitled/dubbed foreign programmes do you normally watch?  
You can choose multiple answers for this item.  
o Films/movies  
o Documentary  
o Drama series  
o Sitcom  
o Animation/cartoon series  
o Entertainment shows (including variety shows, game shows, talk shows: American 
Idol, TV Champion, Running Man)  
o Other: (please specify)  
 
8. What is the country of origin of your favourite programme(s)?  
You can choose multiple answers for this item.  
o USA, UK or Europe  
o China  
o Japan  
o Korea  




9. Which language(s) do you know to the level at which you can follow foreign TV programmes 
without subtitles/dubbed?  
You can choose multiple answers for this item.  
o English  
o Chinese  
o Japanese  
o Korean 
o None (Thai translation needed) 




10. Which is your preferred mode of translation of foreign programmes?  
o Subtitles  
o Dubbed 




12. If there are any texts in foreign languages on screen, how would you like them to be dealt 
with? (For example, street names, billboards, letters, game instructions, etc.)  
o Explained by voiceover  
o Explained by subtitles  
o Explained by annotation  
o No need for explanation  
o Other: (please specify)  
 
13. With a nonverbal item/image you do not understand on screen, how would you like it to be 
dealt with? (For example, dango refers to Japanese dumpling and sweet made from rice 
flour.)  
o Explained by voiceover 
o Explained by subtitles 
o Explained by annotation 
o No need for explanation 
o Other: (please specify) 
 
14. Which of the following mediums do you normally watch subtitled/dubbed foreign 
programmes on?  
You are able to choose a multiple number of answers.  
o Broadcast channels (e.g. Channel 3, 5, 7; Workpoint TV, MCOT HD)  
o Cable/satellite channels (e.g. TrueVisions)  
o DVD/Blu-ray  
o Paid streaming channels (e.g. Netflix, Doonung.com)  
o Free streaming channels (e.g. Youtube, Dailymotion)  




o Other: (please specify) 
 
15. Which of the following devices do you normally use to watch subtitled/dubbed foreign 
programmes?  
You are able to choose a multiple number of answers.  
o TV  
o Desktop Computer  
o Laptop  
o DVD  
o Tablet  
o Mobile phone  
o Other: (please specify) 
 
16. How long would you normally spend watching subtitled/dubbed foreign programmes (hours/ 
week)?  
o less than 5  
o 5 – 10 
o 11 – 15 
o 16 – 20 
o More than 20  
 
Fan translation 
Fan translation refers to translations of television programmes performed and distributed by fans, 
such as translations created by fans of Chinese, Japanese or Korean drama series, of TV 
programmes, or of foreign artists, etc. 
 
17. Are you aware of fan-translated/subtitled programmes? (If the answer is ‘No’, please skip to 
Item 23) 
o Yes  
o No  
 
18. (If yes) How do you know which one is a fan translation or not? 
 
19. How do you access fan-translated programmes?  
You can choose multiple answers for this item.  
o By searching on search engines (e.g. Google, Yahoo)  
o By using specific websites  
o Via Facebook fan pages  
o Other: (please specify) 
 
20. (If choosing websites and Facebook fan pages) Please specify the name of your favourite 




21. Why do you like fan translation?  
You can choose multiple answers for this item.  
o Timing of availability  
o Quality of translation  
o Subtitling mode rather than dubbed  
o Additional explanation of the scene on screen  
o Making unreleased programmes available in Thailand  
o Styles of subtitles (such as selections of fonts or colours of the subtitles) 
o Other: (please specify) 
22. From Item 21, which one do you like the most? 
 
Running Man fansubs  
 
23. Have you watched the variety show called “Running Man” before? (If the answer is ‘No’, 
please skip to Item 34) 
o Yes  
o No  
 
24. If answered yes to the previous question, what do you like about the programme? (e.g. game 
themes, members, translation) 
 
25. How do you access the “Running Man” programme?  
(e.g. TrueVisions’ channel, KShownow, Facebook group pages, other websites, etc.)  
 
26. In which language do you normally watch this programme?  
You can choose multiple answers for this item.  
o Korean original without translation  
o Korean original subtitled in English  
o Korean original subtitled in Thai  
o Korean original dubbed in Thai  
o Other: (please specify) 
 
27. What is your favourite mode of viewing this programme?  
o (Officially) dubbed  
o (Unofficial) fan subtitles  
o No preference  
 
28. Why?  
 
29. When there are additional texts (e.g. comments, game rules) appearing on “Running Man” 
programme, do you read the translations of such texts?  
o Yes  
 6 
 
o No  
 
30. Do you think the translations of such texts are helpful?  
(e.g. adding the comedic effect of the show, facilitating better comprehension and authentic 
experience)  
o Yes 
o No  
 
31. Why do you think so?  
  
32. Do you have any favourite group(s) of fan translators?  
o Yes 
o No  
o I don’t know  
 
33. If yes, please specify the names of your favourite group(s)   
 
Subtitling/ dubbing experiences  
 
34. Have you ever been involved in creating fan subtitles yourself? (If the answer is ‘No’, please 
skip to Item 41) 
o Yes  
o No  
 
35. If yes, what are the names of the programmes you subtitled? 
 
36. Why did you start subtitling? 
 
37. How did you learn the subtitling skills? 
 
38. When you subtitle, do you do it alone or as a group?  
o Alone  
o Group  
o Both  
 
39. What do you do with your subtitles or subtitled videos?  
(e.g. upload them on video sharing websites, distribute them only in closed groups, keep 
them only for yourself)  
 
40. In your opinion, what are the rewards you get from making fansubs?  
Ethics and Legal issues  
 
41. How do you view fansubs?  
o Positively  
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o Negatively  
o I don’t know  
 
42. When your favourite fansubbed materials are removed, how do you feel about it? 
 
43. Who do you think should make a decision to remove fansubs? 
 
44. Who do you think should be blamed for the removal of fansubs? 
 
45. Do you think fansubs can contribute to the programme in any way?  
o Yes  
o No  
o I don’t know 
46. If yes, what do you think it is? 
 
47. Do you think there would be a potential negative impact on the programme because of 
fansubs?  
o Yes 
o No  
o I don’t know  
 
48. If yes, what would that be?  
 
If you are a fansubber and willing to give an interview, please leave your email below. (It is on a 
voluntary basis.) 
 
If you have any additional comments, please email me: thandao.wongseree2@mail.dcu.ie 
 
This is the end of the survey. Thank you very much for your participation.  
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(To understand whether they view fansubbing practice purely as a leisure activity, but after doing it 
for quite a while, would their attitude change?) 
1. How did you get started with fansubbing and what made you think of doing fansubs?  
2. How long do you spend on your current fansubbing community or fan page?  
3. When did you start fansubbing practice?  
4. How many TV programmes have you translated in Thai?  What are they?  
5. How did you join your current fansubbing community?  
6. What is your responsibility in your fansubbing community? Is it your initial role or it has 
changed over time? 
7. Do you enjoy performing fansubbing activities?  Why? 
 
Subtitling 
1. What is the biggest challenge when translating the programme? 
2. If there is any pre-existing translation of the programmes you are subtitling, i.e. English 
subtitled versions, do you rely much on them when making subtitles? 
3. If you rely on the pre-existing translation, i.e. English subtitled versions, what do you do 
when there are some untranslated additional texts in the scene? 
4. In the case of translating Running Man, from which language (English or Korean) do you 
translate the programme into Thai? (To investigate how they take advantage of the Internet 
in order to access the English versions, which leads to the use of a pivot language) 
a. If you rely on English subtitles, how could you know about the existence of this 
version of the programme? 
b. Do you have any desire of learning the source language (Korean) and/or the culture? 
If so, how are you going to do it? 
5. What do you think are the similarities and differences between English versions and Thai 
versions?  
6. What do you do in case you do not understand some parts of the English version? 
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7. When you see additional texts on the screen, what do you do about them? Why do you do 
this? 
8. Do you have any deadlines for creating subtitles? 
9. How do you store your Thai fansubs clips or videos? 
 
Use of technologies in assisting fansubbing activities 
1. Is Facebook the only tool that your fansubbing community uses to communicate or interact 
with fansubbers and other fans? (To view the nature and importance of a collaborative 
platform online) 
a. If so, why do you use only Facebook and how does this online platform help you to 
perform fansubbing activities? 
b. If not, what other platforms do you use and how do those platforms help you 
conduct the activities? 
2. Apart from online platforms, what software or programs do you use in conducting 
fansubbing activities? 
a. What is the purpose of this software/program (e.g. making subtitles, translation 
aid)? 
b. Where did you learn how to use it? 
 
Interactions between fansubbers  
1. Within your group, how do you recruit a fansubber? 
2. How many fansubbers are there in your fansubbing group?  
3. Have you met the fansubbers in your group offline? (To examine whether an online platform 
is the only formof communication) 
4. How do you share your work within the group? (To examine their work process) 
a. Could you list fansubbers’ responsibilities within your group? (To seek details of 
their shared responsibilities) 
5. Do you have a head or leader in your group? (To examine whether there is hierarchy within 
the group) 
a. If so, what are his/her roles? 
b. If not, how do you reach an agreement relating to fansubbing practices, such as 
which content to be posted on the community’s fanpage? 
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6. Does your group set any rules or guidelines when making subtitles? If yes, what are they? Do 
you implement any measures for quality control? 
7. How were these guidelines set up?  
8. In the case of subtitling the Running Man programme, how do decide on the episode to 
subtitle in Thai? 
9. Does your fansubbing group make any contact with other Thai fansubbing groups for the 
Running Man programme?  
 
Interactions with fans/viewers 
1. Do you give more weight to translation or interacting with other fans? 
2. How do you select contents to post online in order to communicate with fans? 
3. Do you think your fansubbing community is aimed at meeting the expectations of fans or 
yourself? 
4. How could you deal with any disagreement which occurs within the community, either 
between fansubbers or fans? 
 
Ethics of the practice 
1. If your fansubs are removed, what would you do? 
2. Do you get paid for performing fansubbing practices?  
3. In your opinion, what are the similarities and differences (if any) between the official 
translated version and your fansubbed version?  
4. Do you like the official dubbed version?  
5. What do you think is the most important principle that volunteer translators should follow? 
6. What do you think you can achieve from conducting this activity? 
7. What do you think about the cooperation between media companies and volunteer 
translators in making subtitles? 
 1 





























































































































































































































































































สวสัดคีะ่ ชือ่เปานะคะ พอดตีอนนีก้ าลังท าวจัิย ป.เอกทีม่หาลัย Dublin City University ที่
ไอรแ์ลนด ์เรือ่งการแปลโดยกลุม่แฟน ซ ึง่จะเจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะชอบรายการ
นีม้ากๆ ^^) เราเคยโพสตแ์บบสอบถามทีแ่ฟนเพจรันนิง่แมนแลว้ และพอถามแฟนเพจทีช่ ืน่
ชอบ หลายคนตอบวา่บา้นทวิลปิสน่์ะคะ่ (โดยสว่นตัวเราก็ชอบบา้นนีม้ากๆ ดว้ย) เลยอยากจะ
ถามวา่ถา้จะขอสมัภาษณ์ ไมท่ราบวา่จะสะดวกไหม ขอโทษดว้ยนะคะทีร่บกวน แลว้ก็ขอบคณุ
มากๆ คะ่ 
สวสัดคีะ่ มอีะไรถามไดค้ะ่ แตต่อ้งสกัชว่ง สามทุม่ไดไ้หมคะ่ 
 
โอ ้ขอบคณุคะ่ ถา้จะขอนัดเจอจะสะดวกมัย้คะ พอดอียากจะอดัเสยีงเฉยๆ น่ะคะ่ กับมเีอกสาร
เรือ่งจะเก็บขอ้มลูเป็นความลับกับวตัถปุระสงคง์านวจัิยน่ะคะ่ เราจะกลับบา้นชว่งเดอืน ม.ค.น่ะคะ่ 
พอดไีมไ่ดอ้ยูก่รงุเทพฯคะ่ 
 





สะดวกมัย้คะ เรายังเพิง่วางโครงค าถามไวค้รา่วๆ อยู ่แตอ่ยากลองตดิตอ่ไวก้อ่นน่ะคะ่ ขอบคณุ
นะคะ 
โอล้มืไปเลยคะ่ พอดงีานยุง่ ไดจ้า้ แตเ่หมอืนท าเรือ่งนีก้ันเยอะนะคะ่ มมีาตดิตอ่ทไเรือ่งนนี้
หลายคน 
 
ขอบคณุอกีครัง้นะคะ โอ ้จรงิเหรอคะ 
ใชจ่า้ 
 
พอจะทราบมัย้คะ วา่เคา้ท าแนวไหน พอดเีรากลัววา่จะซ า้น่ะคะ่ T T 
เรือ่งวฒันธรรมเกาหลใีนไทยประมาณนีจ้า้ 
 








สวสัดคีา่ ตอนนีเ้รากลับบา้นมาเก็บขอ้มลูน่ะคะ่ และถา้จะรบกวนขอเวลาสกัชัว่โมง ขอสมัภาษณ์
ทางเฟส ประมาณอาทติยห์นา้ พอจะสะดวกวนัไหนรเึปลา่คะ หรอืเป็นหลังปีใหมก็่ไดค้า่ 
ถา้ชว่งหลัง2ทุม่ไดท้กุวนัคะ่ยกเวน้วนัที2่4 
 
ขอบคณุมากคา่ ถา้อยา่งนัน้ ขอเป็นสกัวนัศกุรท์ี ่26 นะคะ ^ ^ 
คา่ 









555 ชว่ยไดแ้น่นอนเลยคะ่ อันนีเ้ป็นเอกสารครา่วๆ ทีบ่อกเกีย่วกับงานวจัิยของเราน่ะคะ่ 










I. ชือ่งานวจัิย ชือ่งานวจัิย: ความคดิสรา้งสรรคข์องการแปลซบัไตเติล้โดยกลุม่แฟนในประเทศ
ไทย: กรณีศกึษาของรายการโทรทัศน ์“รันนิง่แมน” หน่วยงาน: School of Applied Language 
and Intercultural Studies, Dublin City University ผูว้จัิย: ธารดาว วงศเ์สร ี







อันนีเ้ป็นลงิคค์า่ ขอบคณุคะ่ ถา้สงสยัอะไรถามไดเ้ลยนะคะ 
ไมม่อีะไรสงสยัคา่ กรอกเรยีบรอ้ยแลว้คะ่ 
 
โอค่า่ ขอบคณุคะ่ งัน้ขอเริม่ถามเลยนะคะ 
คา่ 
 
55 คา่ ปกตแิลว้จะใชเ้วลาในออนไลนป์ระมาณกีช่ัว่โมงตอ่วนัเหรอคะ เอากะๆ ก็ไดค้ะ่ 
แลว้แตว่นัเลยคะ่ ถา้วนัไหนงานไมยุ่ง่ก็ประมาณ 4-5ชัว่โมง แตถ่า้วนัไหนยุง่ไมไ่ดอ้อนเลยก็มคีะ่ 
ออนไลนใ์นทีน่ีค้อืเวลาทีอ่ยูท่ าซบัใชไ่หมคะ่ 
 
โอ ้คะ่ หมายถงึท่ัวๆ ไปน่ะคะ่ 
โอง้ัน้ถกูแลว้คะ่ 555 
 
555 คา่ งัน้ถา้เวลาทีใ่ชใ้นการท าซบัละคะ คอื แสดงวา่แลว้แตอ่าทติยท์ีจ่ะท าซบัหรอืวา่ปกติ
แลว้ก็เขา้ไปในเพจทกุวนัรเึปลา่คะ 
ถา้ตเีวลารวมนะคะ่ จับไทมม์ิง่อยา่งเดยีวตอ่ 1อพีจีะใชเ้วลาประมาณ 24-30ชัว่โมงคะ่ เขา้เพจนี้
เขา้ทกุวนัคะ่ เขา้ไปตอบค าถามทีเ่ขา้มาถามกัน 
 





ไมค่ะ่ จะเป็นเฉพาะทมีซบัแรกๆทีม่กีันอยู ่4 คน แตต่อนนีม้คีนทีด่แูลเพจจรงิๆ อยู ่3 คน 
ผลัดเปลีย่นกันไปแลว้แตว่า่ใครวา่ง 
 
โอ ้คา่ แตท่วิลปิสน์ีเ่ร ิม่ท ามานานมากเลย เพราะเทา่ทีด่ตูอนแรกซบัไทยเราก็ดจูากทวิลปิส ์
ขอบคณุคะ่ 
 
55 คา่ เราชอบเพราะดทู าซบัแบบเอาใจใสแ่ลว้ก็ละเอยีดมากๆ น่ะคะ่ ตอนแรกก็เริม่ท า 4 คน
เลยเหรอคะ แลว้แบง่หนา้ทีก่ันยังไงอะ่คะเนีย่ 
ตอนแรกเลย มคีนท าคนเดยีวคะ่ แลว้อพีตีอ่ๆ มาก็เริม่รับคนมาเพิม่ชว่ยกัน แบง่กันตามความ
ถนัดคะ่ วา่ใครถนัดอะไร 
 
ออ่ คนเดยีวท าทัง้หมดเลยเหรอคะเนีย่ แตท่วิลปิสจ์ะท าเฉพาะรายการรันนิง่แมนอยา่งเดยีวเลย
ตัง้แตต่น้ใชม่ัย้คะ 
ใชค่ะ่ เริม่ท ารันนิง่แมนคะ่ 
 




ออ่ คา่าา ถา้นับตัง้แตเ่ปิดบา้นแลว้นีก็่กีปี่แลว้อะ่คะ ประมาณ 4 ปีไดม้ัย้คะ 






555 คา่ แลว้คณุ Monlean เขา้มารวมทมีไดย้ังไงเหรอคะ 
คอืเป็นคนดมูากอ่นแลว้ พอนอ้งนัทเคา้เปิดรับคนชว่ยก็ตกลงสมัครเลยคะ่ 
 
โอ ้คา่ แลว้มทีดสอบอะไรรเึปลา่คะ 
ก็มนีะคะ เคา้ใหล้องกอ่นวา่โอเคไหมท าไดด้รีเึปลา่ 
 
คอืใหล้องท าจรงิๆ เลยใชม่ัย้คะ แลว้ตอนนัน้คณุ Monlean รูว้ธิกีารไทมม์ิง่กับแตง่ซบัมากอ่น
แลว้ใชม่ัย้คะ 
ใชค่ะ่ เคยชว่ยท ากับเว็บๆ นงึมากอ่น 
 
คา่ แลว้ตอนแรกเรยีนรูว้ธิกีารไทมม์ิง่ไดย้ังไงเหรอคะ เพราะเราเคยลองท าด ูแคน่าทเีดยีวนีใ่ช ้
เวลานานมากๆๆๆ เลยอะ่คะ่ 
คอืเริม่จากอยากลองคะ่ อยากรูว้า่เคา้ท ากันยังไง เลยศกึษาตามเว็บตา่งๆ ทีเ่คา้มสีอนกัน แลว้
เวลาท าจรงิๆ คนทีเ่คา้ท าเป็นก็จะบอกคะ่วา่ควรแกต้รงไหนปรับยังไงใหด้ขี ึน้ 
 
โอ ้คะ่ แลว้มกีฎหรอืเกณฑอ์ะไรตอนท ามัย้คะ อยา่งตอนท ารันนิง่แมนน่ะคะ่ตอนนีใ้ชโ้ปรแกรม 
Aegisub รเึปลา่คะ 
กฏไมม่เีลยคะ่ 5555 เราจะมาลงความเห็นในทมีกันวา่อพีนีีอ้ยากท าไหม ถา้อยากท าเราก็ท า
เลยคะ่ 
โปรแกรมใช ้Aegisub อยูค่ะ่ 
 
5555 คา่ ถา้อยา่งนัน้ตอนนีม้คีนท า 3 คนใชม่ัย้คะ 
ตอนนีม้คีนชว่ยเยอะขึน้คะ่ ในทมีตอนนีม้อียู ่9 คน แตไ่มค่อ่ยวา่งกันซะสว่นใหญ ่5555 
 
อา้ว 5555 งัน้ตอนตัดสนิใจวา่จะท าตอนนงึนีไ่ดท้ าทัง้หมด 9 คนเลยรเึปลา่คะ 
ไมค่ะ่ ถา้มสีกั 4 คน ก็ตกลงท าแลว้ บางท ี2 คนก็ม ี5555 
 
หาาา 2 คนเหรอคะ 
ใชค่ะ่ 
 
ท าทัง้ตอนนีเ่ยอะมากเลยนะคะเนีย่ อยา่งนีแ้บง่หนา้ทีก่ันยังไงเหรอคะ 




ใชค่ะ่ บางมกุเราไมเ่ก็ตก็แปลไมข่ า ตอ้งใหค้นมจีตินาการแปลคะ่ 5555 
 












ขอถามกลับไปทีข่ัน้ตอนการท านะคะ งัน้แสดงวา่ถา้คณุปุ๋ ยแตง่ซบัแลว้ก็ไทมแ์ลว้ มคีนแปลอกี
คนก็พอใชม่ัย้คะ อยา่งนัน้ 24 -30 ชัว่โมงทีค่ณุปุ๋ ยวา่ตอนแรกนีห่นิมากๆ เลยนะคะ 
คะ่ ถา้ในตอนทีอ่ยากท ามากๆ น่ะคะ่ 
ใชค่ะ่เรยีกวา่ถา้วา่งไทมม์ิง่อยา่งเดยีวนะคะ ไมร่วมแตง่ซบั แตง่ซบัหนิพอๆ กัน 
 




3-5 ชัว่โมงตอ่ 1 พารท์คะ่ 
 
โอค่ะ่ ใชเ่ลยอะ่คะ่ อยา่งนีเ้วลาตัดสนิใจเลอืกสไีลส่นีีค่อืคณุปุ๋ ยตัดสนิใจเลอืกเองเลยใชม่ัย้คะ 
ปุ๋ ยจะดตูามตน้แบบแลว้ท าใหเ้หมอืนทีส่ดุอะ่คะ่ 
 
อืม้ๆ คะ่ อยา่งนีค้นไทมก์บัแตง่ซบัของบา้นทวิลปิสม์กีีค่นเหรอคะ 
คนไทมต์อนนีม้ ี3 คนคะ่ คนแตง่ซบัม ี3 เหมอืนกัน แตจ่ะไมค่อ่ยวา่งตรงกันพรอ้มๆ กันเลยสกั
ครัง้ 555 
 
แลว้คนแปลอกี 3 รเึปลา่คะ 
555 อันนีเ้ขา้ใจคะ่ 
คนแปลม ี4 คะ่ 
 




ปุ๋ ยจะเป็นคนบอกคะ่ วา่อพีนีีจ้ะท ากีพ่ารท์ พารท์ละกีน่าท ีไฟลต์น้ฉบับคนแตง่ซบักับไทมต์อ้ง
โหลดคะ่ คนแปลจะไมเ่ป็น 
 





คา่ ถามเยอะหน่อยนะคะ (แหะแหะ) อยา่งนีเ้วลาท ามเีดดไลนอ์ะไรมัย้คะ หรอืแลว้แตว่า่ใครวา่ง
พอจะท าเสร็จไดต้อนไหน 
แลว้แตค่ะ่ ถา้อพีไีหนทีบ่า้นเราท าบา้นเดยีวก็จะเร็วหน่อย แตถ่า้มบีา้นอืน่ออกมาแลว้บา้นเราก็
จะไมร่บีคะ่ ท าตามเวลาทีว่า่งไมก่ดดัน แตส่ว่นมากเราจะไมก่า้วกา่ยหนา้ทีก่ัน ถา้อพีนีีใ้ครบอก
วา่จะท าบา้ง เราก็จะรอใหเ้คา้สง่งานมาไมไ่ปเรง่อะไรคะ่ 
 
อมื อยา่งนีด้จัีงคะ่ แลว้ทีบ่อกวา่บางตอนทีช่อบเป็นพเิศษอาจจะเร็วขึน้นี ่คอืแลว้แตเ่นื้อหาหรอื












ลบก็ยังมอียู ่เลยท าเป็นแบบกลุม่ปิดคะ่ 
 
อืม้ๆ คะ่ ตอนนัน้เราก็ตกใจ 
ใชค่ะ่ โดน 2 รอบ ในปีเดยีวกันเป็นอะไรทีช่็อคมากกก 
 
อมื จรงิงง เราวา่รอบแรกก็ตกใจแลว้ ไมค่ดิวา่จะมอีกีรอบดว้ย 
แตท่ าไมถงึคดิทีโ่พสทีเ่ฟสบุค๊ตอ่เหรอคะ เพราะทีเ่คยบอกวา่เคยคดิไปชอ่งทางอืน่ดว้ย ตอนนัน้




ออ้ๆ ใช่ๆ  คะ่ 
แตเ่นือ่งดว้ยมาคดิไดว้า่มันลิง้คก์ะยทูปูนีน่้าเลยเลกิคะ่ เกรงวา่จะเสยีเเรงเปลา่ 
 












อืม้ๆ เราเพิง่รูว้า่ถา้ท าแบบนี ้แลว้แชรอ์อกไปจะดไูมไ่ดน้ะเนีย่ 
ใชค่ะ่ 55555 
 
55555 เราวา่หลังจากโดนสองรอบทัง้คนท ากับคนดก็ูระวงัมากขึน้รเึปลา่คะ กลัวอดดู 
ไมค่ะ่ ถา้ในกลุม่อาจจะใช ่แตค่นทีเ่ขา้มาดดูออกไปรอีัพก็ยังม ี
 
อยา่งนีเ้คยดทูีพ่ากยข์องทรรูเึปลา่คะ 










อยา่งนีค้นทีเ่ป็นสมาชกิกลุม่มาบอกเหรอคะเนีย่ แลว้ท ายังไงเหรอคะ 
เปิดท าเป็นแอฟขายราคาแพงๆ ยังมเีลยคะ่ ก็เริม่แรกตอ้งสบืกอ่นคะ่ พอรูว้า่ใครท าก็จะเริม่จาก
สง่ขอ้ความไปขอรอ้งกอ่นคะ่ ถา้คยุกันไมรู่เ้รือ่งก็จะใชม้วลชนกดดัน 
 














อมื ก็สมควรอยู ่เคยคดิจะเลกิท ามัย้คะเนีย่ 
เคยคะ่ แตก่น้กึนะคะ่ วา่เราชอบก็อยากท า 
 






คอืยิง่คนทีไ่ปซือ้เคา้ดเูนีย่ในคลปิก็มบีอกวา่ดฟูร ีคณุยังอยากจะเสยีสตางคก็์ท าอะไรไมไ่ด ้
 
อืม้ จรงิ เฮอ้ออ 
อยา่เพิง่เหนือ่ยใจแทนเคา้ 55555 
 




ไดฝึ้กสมอง ไดค้วามสนุกทีไ่ดท้ า 
 







คา่าาา อยา่งนีเ้คยเจอคนในทมีซบัตัวจรงิบา้งมัย้คะเนีย่ หรอืวา่คยุทางออนไลนก์ันอยา่งเดยีว 











แตอ่ันนัน้ตอ้งลม้เลกิไป เพราะคนไมพ่อ เลยแบกเป้ไปเทีย่วกันเอง 
 
อา้ว เหรอคะ น่าเสยีดาย 
แตปุ่๋ ยรูส้กึสนุกกวา่นะคะ 
 
โอ ้สดุยอด แลว้ไปตามรอยเหมอืนเดมิรเึปลา่คะ  




ไมเ่สยีแรงทีไ่ปกัน 2 รอบ ไปจนสนทิกันพนักงานทีร่า้น 555555 
 
555555 อันนีค้อืแฟนพันธุแ์ท ้อยากไปบา้ง 
ไปครัง้นัน้ถอืวา่คุม้มาก เพราะตอนทีไ่ปรา้นฮาฮาท าเสร็จพอด ีเพิง่เปิดไมน่าน 
 
555 อันนีไ้มเ่ถยีง อมืๆ ดจัีง 






อมื แตอ่ยา่งนอ้ยก็ไดเ้จอฮาฮานะ ตอ้งกลับไปอกี 5555 














ใชค่ะ่ 5555 แลว้ในรันนิง่ละ่คะ 





555 เนอะๆ ทัง้ตลกทัง้น่ารัก 
ใชม่เีสน่หแ์บบบอกไมถ่กู 555 
 
5555 จรงิ อมืๆ ขอใหไ้ด ้ๆ  (หมายถงึตั๋ว) 




โอ ้กลับมาเรือ่งสมัภาษณ์ 55555 ถา้เราจะขอตดิตอ่คนในกลุม่คนอืน่จะไดม้ัย้อะ่คะ หรอืพอจะมี
ใครแนะน าบา้งมัย้คะ 
ไดค้ะ่ เดีย๋วปุ๋ ยถามนอ้งเคา้กอ่น 
 

























ครับ ค าถามแรก 
ค าถามแรก พีฟั่กเริม่แปลตัง้แตเ่มือ่ไหร ่เริม่มาจากอะไร 
ตอนแรก การแปลของพีน่ะครับ เริม่มาจากท าซบัใหก้ับพอ่ เพราะวา่พอ่เคา้จะเอาคลปิของฝร่ัง
มา แลว้ก็ จะมาแปลเป็นภาษาไทย เกีย่วกับเรือ่งการสอบสวนนะครับ แลว้ก็พอ่พีจ่ะเป็นวทิยากร
ใหท้างนัน้ด.ู..ทางคนทีม่าฟังด ูแตไ่มรู่จ้ะท ายังไง เราเลยตอ้งมาแปลใหเ้คา้ เอย้ ไมใ่ชม่าแปล 
มาท าซบัใหเ้คา้ สว่นคนแปลก็จะเป็นคนรูจั้กกัน 
 
แลว้อยา่งนีต้อนเริม่แรก พีฟั่กมพีืน้เกีย่วกับโปรแกรมทีใ่ชท้ าซบั 
ใช่ๆ  กอ่นหนา้นีพ้อพีท่ าซบันัน้เสร็จแลว้ พีก็่เริม่มา...เมือ่กอ่นพีจ่ะดกูารต์นูนารโุตะ เป็นตัวการต์นู 
แลว้มันมแีปลมา แตพ่ีไ่มช่อบ พีไ่มช่อบสไตลม์ัน ซบัไมส่วย พีก็่เลยมาแปะ มาเปลีย่นแปลงเอง
เป็นซบัสวยๆ พีก็่เริม่จากตรงนัน้มา ตัง้แตแ่ปลใหพ้อ่ แลว้ก็มาเริม่กับการต์นู แลว้ก็เลกิไป 
เพราะวา่รูส้กึวา่มันนานมาก  
แคร่ะยะเวลาครึง่ชัว่โมงใชเ้วลานาน รูส้กึเบือ่ เราแคอ่ยากปรับเปลีย่นเฉยๆ เทา่นัน้แหละ่ แตพ่อ
มาเริม่เกีย่วกับรันนิง่แมน เกดิดว้ยความชอบสว่นตัว ก็เลยคดิวา่จะแปล ตอนแรกเราก็ไมอ่ยาก
ท า เราเป็นไดแ้คแ่ฟนเพจอยา่งเดยีว แตว่า่มแีอดมนิอกีคน แอดเจมสช์กัชวนใหท้ า เราก็เลยมา
ท ากัน ไดล้องท ามาสองตอน ตอนที ่174 และ 179 นะครับ 
 





แสดงวา่นับตัง้แตแ่ปลใหพ้อ่มาระยะเวลากีปี่แลว้คะ่ พอจะจ าไดม้ัย้คะ 
จ าไมไ่ดแ้ลว้ ตัง้แตพ่ีย่ังไมท่ างานเลย 
 
แลว้ตอนนัน้ใชโ้ปรแกรมอะไร จ าไดม้ัย้คะ 
ตอนนัน้เริม่จากจับผดิจับถกู ใช ้sub workshop บา้ง ใช ้sub effect บา้ง จ าชือ่โปรแกรมไม่
คอ่ยไดน้ะครับ แลว้พอมาจับไดต้อน Aegisub  
 
ออ่ คะ่ เอจซิบันี ่ท าตัง้แตน่ารโุตะเลยหรอืวา่... 
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ท าตัง้แตน่ารโุตะ เพราะวา่ตอนนัน้ท าซบัพวกนัน้มันท าได ้มันผนวกกันได ้แตว่า่เราใชแ้คพ่ืน้ฐาน 
เราไมเ่อาสวยงาม เราเอาพืน้ฐานเฉยๆ แตน่ารโุตะมันเริม่ตอ้งท าสวยๆ เราอยากท าใหส้วยๆ เขา้
กับการต์นู 
  













ตอนฝังซบัใช ้AVS Video Editor เป็นตัวฝังซบั...เป็นตัวฝังโลโก ้พดูผดิ ตัวฝังโลโก ้แลว้ก็...
เดีย๋วกอ่น เวลาฝังซบัใชโ้ปรแกรม... เดีย๋วกอ่น...AVI อะไรนะ จ าไมไ่ดล้ะ 
 
เปานกึวา่ตอนทีท่ าฝังซบักับโลโกน้ี.่.. 
ฝังโลโกต้ัวนงึ ท าซบั ฝังซบัก็อกีตัวนงึ  
 
เปานกึวา่เราสามารถฝังโลโกไ้ปไดพ้รอ้มกับฝังซบัเลย 
โอ พีท่ าหลายอยา่ง พีจ่ าไมไ่ดแ้ลว้วา่ใชโ้ปรแกรมอะไร AVI อะไร แป๊บนงึนะครับ 
คะ่ 
 
ของพีฟั่ก แลว้รันนิง่แมนอยูด่ีๆ  มารูจั้กไดย้ังไงคะ 
รันนิง่แมนพีด่ตูัง้แตต่อน...ตอนนัน้พีช่อบ เกริล์เจเนอเรชัน่ ไง ตอนนัน้พีช่อบเกริล์เจอเนอเรชัน่ 
พีก็่เริม่ดตูัง้แตต่อนที ่16 ทีย่รูมิา เริม่ดตูอนที ่16 แลว้ไปดตูอนที ่39 ทีม่ซีนันีก่ับยนุอา แลว้
กลับไปดตูอนที ่5 กับ 6 หรอื 4 กับ 5 ไมรู่ ้ทีเ่จสสกิา้มา แลว้ไปดอูกีท ีตอน 63 14 พอดไูปดมูา 
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เรารูส้กึวา่ เอ...เคา้เรยีกวา่อะไรนะ เสน่หข์องรายการนีไ้มไ่ดอ้ยูท่ีส่าวๆ ไมไ่ดอ้ยูท่ีค่น เราก็เลย












คะ่ แลว้ก็คอ่ยมคีนเขา้มา พีฟั่กประกาศรับสมัครใชม่ัย้คะตอนนัน้ 
ตอนนัน้รูส้กึวา่พีจ่ะยังไมป่ระกาศ พีจ่ะพมิพว์า่เราเป็นแฟนเพจนะ เราจะอัพเฉยๆ แตพ่อแอด










เราแบง่งานกันวา่ ตอนแรก...มันจะมปัีญหา...พีว่า่ เราอยากให.้..   แอดเจมสอ์ยากใหค้นนีท้ า
หนา้ทีห่นึง่ไปเลยนะครับ คนนงึท าหนา้ทีน่งึไปเลยจะไดเ้หมอืนกันทกุอยา่ง สว่นแอดน ้าป่ันเคา้
จะไมค่อ่ยพอใจ บอกวา่อยา่งนัน้มันชา้ ตา่งคนตา่งท าไปเลย อยา่งนีด้กีวา่...แลว้ก็บอกมาวา่ตรง
นีใ้หเ้ป็นอะไร ยังไง แอดเจมสก็์ไมค่อ่ยชอบเทา่ไหร ่เราก็ตอ้งท าตามใจผูห้ญงิ ไอน้ีม่ันหา้วๆ 






สรปุโดยรวมแลว้ ขัน้ตอนครา่วๆ มอีะไรบา้งคะ ตัง้แตด่าวนโ์หลดไฟล ์
ออ๋ ขัน้แรกนะครับ เขา้ในทอรเ์รนตเ์พือ่หาไฟลท์อรเ์รนตข์องรันนิง่แมนตอนลา่สดุนะครับ อยา่ง
แรกนะครับ แลว้ก็โหลดมา อยา่งทีส่อง พอไดไ้ฟลท์อรเ์รนตแ์ลว้ ก็เอามาฝังกับโลโก ้โดยใช ้






แลว้ก็จะไดไ้ฟล ์พอฝังโลโกต้อ้งท าเป็นไฟล ์AVI ดว้ยนะครับ 
 
ออ่ ใช ่แลว้ก็พอเสร็จแลว้เราก็จะแปลซบั โดยแบง่เป็นพารท์ๆ แลว้ก็แปลซบั ทางเปาจะแปลซบั 
แลว้ทางเราก็จะท าซบั พมิพเ์ขา้ไปท าใหร้ปูสวยงาม พอเสร็จแลว้ พอจะฝังซบั เราก็จะโปรแกรม 
AVI Recomp ตัวนี ้เพือ่จะฝังซบัเขา้ไป ใหง้านนัน้เสร็จสมบรูณ์ 
 
แลว้ตอนแบง่พารท์องิจากอะไรมัย้คะ 





ใช่ๆ  ของ KShownow  น่ะ 
 
แสดงวา่เวลาแปล ก็แปลจากอังกฤษ 







สว่นตัวของพีน่ะ พีจ่ะมตีัวนี ้Google Translate นะครับ แลว้พีจ่ะบวกภาษาเกาหลเีขา้ไปดว้ย 
 
สมมตุวิา่พีจ่ะหาค าวา่ แทบัค (เกาหล)ี อยา่งนี ้ 






อยา่งนีเ้ลยท าใหส้นใจภาษาเกาหลเีลยรเึปลา่คะ หรอืวา่ก็เฉพาะในรายการ... 
แลว้แต ่บางทพีีก็่อยากใหง้านมันสมบรูณ์จรงิๆ บางทเีราเห็นวา่มันไมน่่าจะใช ่เราก็หาค า 
 
หมายถงึวา่บางทจีากซบัอิ๊งมันไมน่่าจะแปลอยา่งนีใ้ชม่ัย้คะ 






อยา่งนี ้เอเกยีว แปลวา่น่ารัก แตค่วามจรงิมันคอื แอบ๊แบว๊ น่ะแหละ่ อยา่งตอนนัน้ รูจั้กซนันีร่ ึ
เปลา่ ซนันี ่เกริล์เจเนอเรชัน่ 
รูจั้กคะ่ 
 







แลว้บางท ีพีฟั่กตัดสนิใจยังไง เวลาเลอืกใชภ้าษาทีบ่างทก็ีจะกลายเป็นค าพดู หรอืวา่บางทก็ีจะ
ทับศพัทเ์ป็นภาษาเกาหลเีลยอะไรอยา่งนี ้
ออ๋ อยา่งภาษาทีจ่ะทับ ก็มไีมก่ีค่วามหมาย เชน่ นูน่า พีส่าว ฮยอง แคนั่น้แหละ่ อาจจะมเีชน่ นู
นมิ พดูถงึพีท่ีเ่คารพ ยกตวัอยา่ง อยา่งชอยมนิซอูยา่งนี ้ก็เรยีกวา่ฮยองนมิ รุน่พีท่ีเ่คารพ พีก็่ไม่
อยากจะพดูภาษาไทยก็เรยีก ฮยองนมิไปเลย เวลาแกรีเ่รยีก ประมาณนัน้แหละ่ครับ 
แลว้จะมเีครือ่งหมายบางอยา่ง พวกทีค่ลา้ยๆ อโีมตคิอน พีฟั่กก็จะเพิม่ไปดว้ยใชม่ัย้คะ 
ใช่ๆ   
 
ใหเ้หมอืนกับเคา้ใชม่ัย้คะ ตัง้ใจใหเ้หมอืนภาษาตน้ฉบับใชม่ัย้คะ 
ใช่ๆ  ครับ 
 





สว่นมากพีไ่มท่ าเดดไลน ์ถา้เราท าเป็นกลุม่ เราก็ตอ้งมเีดดไลน ์แตพ่อพีม่าเริม่ท าคนเดยีว พีว่า่ 
ตายละ เราท างานดว้ย เกดิมันมเีดดไลน ์ถา้เราท าซบัเป็นอพีอียา่งนี ้เราท าไมไ่หว เราก็จะมา
เริม่จับเหมอืนคูรั่กวนัจันทร ์พีว่า่อยา่งนีม้ันไดเ้รือ่ยๆ เราไมต่อ้งรบีมาก อยา่งซบั ตอนสัน้ๆ อยา่ง
ทีม่ตีอนสนุกสนาน อยา่งเชน่วา่ ทีจ่งกกุเอาหัวจุม่โคลนอะไรอยา่งนี ้ประมาณนัน้น่ะครับ ตอน
สัน้ๆ ทีด่ฮูาๆ สนุกสนาน เราเป็นแฟนก็จรงิ แตว่า่เราตอ้งดแูลตัวเองดว้ย นอนดกึนีไ่มไ่หว พีก็่
เริม่อายเุยอะแลว้ 35 แลว้ปีนี ้ 
 
อยา่งนีใ้ชเ้วลานานมัย้คะ ตอนแรกทีท่ าทัง้ตอนใชเ้วลานานมัย้คะ 
ท าตอนนงึทีม่ ี5 ตอนใชม่ัย้ 
 
ใชค่ะ่ 
โห ใชเ้วลา 2-3 วนั นอนต ี4 ต ี5 จรงิๆ เลย 2-3 วนั ต ี4 ต ี5 
 




ดาวนโ์หลด แลว้ก็มาท าฝังโลโก ้ 
เดีย๋วนีพ้ีไ่มท่ าแบบนัน้แลว้ ท าเป็นแบบน่าสนใจดกีวา่ 
 
ตอนแรกทีท่ าเป็นทัง้ตอน ท าซบั ฝังซบั แลว้ก็เชค็ 
ฝังซบันี ่เมือ่กอ่นพีก็่ท าไมค่อ่ยเป็น เมือ่กอ่นใชโ้ปรแกรม Sony Mega แตต่อนนีม้าใชโ้ปรแกรม 







โปรแกรมพวกฝังซบัน่ะคะ เรยีนเองเหรอคะ  
โปรแกรม AVI Recomp นีเ่จมสบ์อก สว่นโปรแกรม AVS Video Editor เจมสก็์บอกอกีทนีงึ 
สว่น Aegisub นีท่ าเองอยูแ่ลว้ 
 
อันนีค้อืตัง้แตต่อนแรกทีรู่ ้นีเ่รยีนเองใชม่ัย้คะ 
ใช่ๆ   
 




ใช ่ตัง้แตน่ารโุตะเป็นตน้มา ก็ลองท า แตพ่วกซบัลอยนี ่เราจะมปีระสบการณ์ตัง้แตต่อนทีท่ าอพี ี
174 179 แลว้เราก็คอ่ยๆ เรยีนรู ้วา่เวลาท าซบัลอยอยา่งนี ้มกีารเอาฟอนตใ์หม่ๆ  เขา้มาใช ้
โปรแกรมของเอจซิบัก็เริม่พัฒนาขึน้จาก 2 เป็น 3 3 แลว้ .1 .2 มันก็เริม่มเีงา มอีะไรของมัน 
แลว้ก็ท าเลยีนแบบไป   
 
ตอนทีท่ าเป็นกลุม่ ตอนทีม่คีนท าเยอะกวา่นี ้พยายามจะออกกฎเกณฑอ์ะไร จะไดง้านออกมา
เหมอืนๆ กันรเึปลา่คะ 
กฎเกณฑน่์ะเหรอ พดูตามตรงพีเ่ป็นคนไมค่อ่ยมกีฎเกณฑอ์ะไรอยูแ่ลว้ ชลิๆ สบายๆ แตเ่จมส์
ชอบคยุกับพี ่วา่พีต่อ้งออกกฎอะไรอยา่งนีน้ะ พีก็่เลยวา่มันไปวา่อ านาจมันมก็ีใชใ้หม้ันถกู คนเรา
 17 
มันตา่งพอ่ตา่งแม ่จะไปออกกฎไมไ่ด ้พีค่ดิในใจวา่งานท าซบัมันอยูท่ีค่วามรักของคนรันนิง่แมน 
เราคยุกับเคา้ดีๆ  วา่ใหท้ าอยา่งนีจ้ะดกีวา่ จรงิมัย้  
จรงิคะ่ 
 
ความคดิคนเราไมเ่หมอืนกัน พอ่ แม ่ลกูยังคดิไมเ่หมอืนกันเลย ก็ใหค้ยุกับเคา้ เคา้อยากท า
อะไรก็ใหท้ าไป ใหง้านออกมาดก็ีพอ 
 
แลว้ยังไดค้ยุกับเจมสอ์ยูม่ัย้คะ 
เจมสเ์หรอ ไปไหนแลว้ไมรู่ ้ตอนนีรู้ส้กึวา่อกหกัแลว้มกี ิ๊กใหมอ่กีแลว้ ตามดใูนเฟสมัน เจมสแ์ปล
ลา่สดุ ก็ตอนเอาหัวจุม่โคลน แคนั่น้แหละ่ ลา่สดุ แลว้ก็หายไปเลย 
 




ไมใ่ชไ่มไ่หว แตว่า่พีด่แูลล าบาก คอื คนท างาน พีเ่ข็ด ใชค้ าวา่เข็ดดกีวา่ เรารับคนมา เราใหใ้จ
เคา้ แตว่า่อยูด่ ีๆ  เคา้ออกไปอยา่งงี ้เราก็ไมอ่ยากจะวา่เคา้อะ่นะ เคา้คงมธีรุะ แตเ่ราก็ลองด ูเรา
มาคดิอกีท ีเรารับเคา้เขา้มาอกี เคา้ออกไปอกีจะท ายังไง เราเข็ดกับตรงนัน้ ถา้เกดิวา่มารับเรา
ไปชว่ยนีโ่อเค อยา่งนอ้งเอ็มมาใหพ้ีไ่ปชว่ย พีช่ว่ยได ้คอืใหพ้ีไ่ปชว่ยพีช่ว่ยได ้ใหท้ าฟอนตน์ีเ่รา
ท าได ้แตเ่ราก็ไมก่ลา้ไปเสนอเคา้อะ่นะ เพราะวา่เราก็เป็นแอดมนิตรงนีด้ว้ย แตส่ว่นมากพีเ่คย
เห็นอะ่นะ รูจั้กยทุธนาซบัรเึปลา่ แลว้ก็นงิกี ้น่ันเคา้ชว่ยเหลอืกันนะ  
 
จรงิเหรอคะ 
จรงิ นงิกีก้ับยทุธนาเคา้ชว่ยเหลอืกัน นงิกีจ้ะแปล ยทุธนาจะท า แลว้เคา้จะแชรผ์ลงานซึง่กันละ
กัน แตว่า่ใครจะไปท าซบัไลนอ์ะไรก็เรือ่งของเคา้ อยา่งตอน...ตอนทีไ่ปเป็นแคนดีเ้กริล์...ตอนที่
...โกอารามา อันนัน้นงิกีก็้ท า ยทุธนาก็ท า แตย่ทุธนาท าออกมากอ่น นงิกีอ้อกมาทหีลัง 
 
หมายถงึวา่ท าเป็นพารท์ หรอืท าออกมาคูก่ัน 
ท าออกมาทเีดยีวเลย ไมม่พีารท์ แตย่ทุธนาจะท าออกมาเป็นพารท์ๆ กอ่นแลว้ก็ปลอ่ยใหด้าวน์







ยทุธนาตอนนี ้เคา้ไมค่อ่ยท าแลว้ จะไปเอาตัวลงิกท์อรเ์รนตม์าใสห่นา้เพจเคา้ซะสว่นมาก สว่น
นงิกีเ้คา้... เคา้ไมอ่อกทางเฟสแลว้ เพราะวา่ไปโดนขโมย เคา้เกลยีด  เคา้เบือ่แลว้ เขา้ก็เลย
ออกเป็นเว็บไซตข์องเคา้ นงิกีด้อตบล็อกสปอตดอตคอม นงิกีซ้บัดอตบล็อกสปอตดอตคอม 
 
 
ไปท าเป็น blogspot  แทนอยา่งนีเ้หรอคะ 
ใช ่ 
 
แตก็่ยังแปลเรือ่ยๆ เหรอคะ  
ท าเรือ่ยๆ  
 
เปานกึวา่ตอนนีเ้ราจะอยูใ่นเฟสบุค๊อยา่งเดยีว ตอนนีก็้เลยกลายเป็น... 
ทางเคา้ เคา้เบือ่ไง เคา้โดนขโมยผลงานไปแลว้เอาไปรอีัพอะไรตา่งๆ  
 
แตพ่ีฟั่กก็ยังคดิจะใชเ้ฟสบุค๊ชอ่งทางเดยีวอยูใ่ชม่ัย้คะ 
ใช ่เฟสบุค๊มันงา่ย อกีอยา่งเราไมไ่ดท้ าทัง้อพี ีไมต่อ้งกลัวใครมาขโมย ลา่สดุนีท่ีเ่ปาแปลใหพ้ี ่
ตอนมันเดยค์ัปเปิลน่ะ 
 
อันนัน้พีก่ าลังเก็บรายละเอยีดอยู ่มันยากมาก  
น่ันส ิ
 
มันมตีัวขา้งลา่ง ทีเ่ป็นซบัลอย พีจ่ะใสเ่ขา้ไป มันยาก  




คอื บางทมีันมคีวามหมาย พีล่องไปหา สมมตุวิา่มันมคี านงึ ค าวา่อะไรด ี... พีก็่ลองเปิดดใูนนีแ้ต่
วา่มันไมม่ ีพีล่องไปเปิด “มหินาด” ทรานเลตมนีนิง่ ไปแบบวา่ make up without ก็คอืแปลวา่




บางทเีราก็หาไมเ่จอ แตเ่ราไปเจอในลกีของเพลงของวยัรุน่ตา่งๆ เราก็ไปหาดวูา่มันแปลวา่อะไร  
 
พีฟั่กหาเยอะมากเลย กเูกลิทรานสเลตไมเ่จอ มากเูกลิเสริช์ดมูนีนิง่ แลว้ก็ดใูนลงิกเ์พลง อยา่งนี้
เหรอคะ 
เออ ไมต่อ้งจดก็ได ้บอกวา่หาตามเว็บไซตก็์พอ 
 




พีด่แูลว้วา่คลปิสัน้ๆ ของพี ่มันอาจจะดแูป๊บเดยีว แตพ่ีจ่ะใสใ่จกับทกุอยา่ง ดว้ยความรักของพี่
ดว้ย รักรันนิง่แมน รักอะไรตา่งๆ สว่นมากพีอ่ยากจะท าคลปิของแจซอก คลปิของจงกกุ แตม่ัน
ไมม่ ีมันเดยค์ับเปิลมันแรงอะ่  
ใช่ๆ   
 
เราก็ตอ้งท าคลปิของเคา้  
 
แตม่อียูช่ว่งนงึทีพ่ีฟั่กคดิจะ ดทัูง้เอพโิสด แลว้จะเลอืกตอนบางสว่นแปลออกมาใชม่ัย้คะ  
ใช ่แตช่ว่งนีม้ันไมค่อ่ยมน่ีาสนใจไง สว่นมากตอนนี ้พีช่กัขีเ้กยีจท าแลว้ เราก็เลยตัดคลปิของเค
โชวน์าวบางสว่น แลว้เราก็พมิพใ์สเ่ขา้ไป อยา่งของตอนลา่สดุ น่ันแหละ่ ตอนลา่สดุทีม่ันท างาน
น่ะ มนุษยเ์งนิเดอืนน่ะ ทีแ่กรีเ่ขา้ไปใหจ้ฮีโย กระซบิๆ น่ะ แลว้แกรีก็่บอก ก็เธอบอกวา่รักฉันดว้ย
แหละ่ เออ น่ันแหละ่ พีก็่พมิพ์ๆ  เอา 
 
อันนัน้ก็จะใชเ้วลานอ้ยกวา่อยา่งนัน้รเึปลา่คะ  
ใชเ้วลานอ้ยกวา่ แตบ่างทพีีก็่ขีเ้กยีจท า พีก็่ท างานมาเหนือ่ยๆ เราก็อยากพักไง  
 
สว่นมากทีท่ าจะใชเ้วลาชว่งไหนคะ ชว่งเลกิงานหรอืวา่... 




ถา้ท าก็ถงึประมาณสีห่า้ทุม่ เดีย๋วนีช้กัไมอ่ยากท า อยากอยูเ่ฉยๆ บา้ง เวลาอยากจะท าแลว้คอ่ย
ก็ท าท ีไมใ่ชว่า่เราไมรั่กนะ แตเ่ราก็ตอ้งพักบา้ง ดทูวีบีา้ง อะไรอยา่งนีไ้ป  
 
ตอนรถไฟตลีังกายังไมไ่ดโ้พสตเ์ลย ยังไมไ่ดท้ าเลย แตค่ดิวา่ถา้ปลอ่ยไวน้านกวา่นีแ้ลว้มา
โพสตน่์าจะไดย้อดไลคม์ากกวา่ เพราะวา่ตัง้แตห่า้ปีไดแ้ลว้ มตีอนนีต้อนเดยีวทีไ่มเ่หมอืนใคร 
คดิวา่นะ ถา้เราปลอ่ยไปทเีดยีว ตอ้งมอีพีเีทา่ไหรค่ะ ชวัรเ์ลย คนเราชอบเป็นอยา่งนี ้ลกูเพจ อพีี
เทา่ไหร ่เวลาโพสตไ์ปก็ไมอ่า่นหรอก  
บางทเีราก็จะดอูยา่งเดยีว แลว้ก็อยากกลับไปด ูก็ไมไ่ดอ้า่น 
มันเกดิความอยาก 
 
เมือ่กอ่นพีท่ าเฉพาะตัวซบั แลว้มซีบัลอยบา้งนดิหน่อย แลว้พีเ่ห็นวา่ทางลกูเพจเคา้วา่มา วา่อพีี
อะไรไมเ่ห็นบอกเลย ไอเ่ราเกดิความร าคาญ ขอพูดค าหยาบนะ มงึอยากเลน่อยา่งนีใ้ชม่ัย้ ได ้
ใสแ่ถบสแีดงๆ ไปดว้ยเลย ตอนอะไร 
ออ่ ใช ่คอืละเอยีดมาก 
 
พอเราละเอยีดแลว้ก็...ถา้งัน้เราก็ท าซบัลอยไปดว้ย อันไหนทีเ่ราแปลไมไ่ด ้เราก็เปิดดคิไป พี่
คดิในใจอยา่งนี ้ก็กลายเป็นวา่ตอ้งละเอยีดทกุอยา่ง 
 
แตพ่อตัง้มาตรฐานวา่เราตอ้งละเอยีดทกุอยา่งแลว้ ตอ่ไปเราก็เลยตอ้งท าละเอยีดไปดว้ย 
ใช ่ 
 
แลว้อยา่งนี ้พีฟั่กดแูลว้วา่เราไมไ่ดท้ าตอนไหน ถา้มบีา้นไหนท าตอนเดยีวกับเรา เราก็ไปดบูา้น
เคา้ดว้ยมัย้คะ  
บางทก็ีตอ้งมบีา้ง อยา่งตอนที ่162 ของพีท่ีท่ าสว่นพารท์ 10 นาทอียา่งนัน้ บางตอน บางทพีีดู่
แลว้มันแปลกๆ พีก็่จะกลบัไปด ูมันจะมขีองตามฟีลอกีทีห่นึง่ทีเ่คา้ท า ตามไปดขูองทอตเท








ไมน่่ามนีะ อยา่งเคยมก็ีมขีองเคเอส แตพ่ีไ่มไ่ดเ้ป็นคนเดนิเรือ่ง ตอนนัน้รูส้กึจะเป็นชลเคา้โดนวา่
มา แตอ่ันนัน้ก็จบไปแลว้ แลว้มอีกีเรือ่งหนึง่ของตามฟีล พีไ่ปตัดคลปิของเคา้มาแลว้เอามา
โพสตไ์ง กวางซจูอมทรยศ จ าไดร้เึปลา่ น่ันแหละ่ โพสตค์ลปิไป เคา้ก็วา่ เคา้ก็เขา้มาในกระทูว้า่ 
เอาออกนะ วา่เป็นคลปิของเคา้ พีก็่โพสตก์ลับไปหาเคา้ เคา้ก็ไปโพสตห์นา้วอลของเคา้เลย 
ตามฟีลน่ะ พีก็่...คณุเลน่อยา่งนีใ้ชม่ัย้ ได ้พีก็่เลย...ผมจะเอาคลปิของคณุออกทกุอยา่ง เคา้ไม่
พดูกลับมาในกระทู ้แตม่าพดูในขอ้ความของพี ่เคา้ก็วา่พีอ่กี เอะ๊ อะไร เราอตุสา่หท์ าตามทกุ
อยา่ง เหมอืนกับวา่เคา้เป็นคนผดิ เคา้คงรูส้กึผดิ พีว่า่เคา้น่าจะรูส้กึผดิ แตว่า่เคา้ก็อยากจะมาวา่
เรา  
เคา้คงไมรู่ท้ าไงรเึปลา่คะ 
แอดโบๆ ของบา้นตามฟีล แตพ่ีก็่ไมอ่ะไร เราไมเ่คยมปัีญหา เคา้ไมใ่หเ้ราท า เราก็ไมท่ า แตพ่ี่














แตพ่ีฟั่กก็ละเอยีดรเึปลา่คะ เปานกึวา่จะเป็นพวกฝังซบั ท าซบัมันก็ยาก 
คอื พวกนี ้ถา้เรยีกวา่ยาก มันยากในเรือ่งของการอดทนมากกวา่ เราเป็นคนแบบ...พีเ่กดิปีลงิไง 
อยูเ่ฉยไมไ่ด ้แป๊บเดยีวเบือ่ละ สกัครึง่ชัว่โมง พีก็่ไปเลน่เกมละ แลว้เวลาไปเลน่เกมก็ไปเลน่
ชัว่โมงนงึ แลว้ก็กลับมาท าตอ่ คอืเป็นคนเบือ่งา่ย แตว่า่พดูถงึซบัไหนทีอ่ยากท า ก็ท ายาวได ้
เลย เป็นคนแลว้แตอ่ารมณ์ แตว่า่เวลาพีท่ าก็ท าจรงิๆ  
 
แลว้ชอบแบบไหนมากกวา่กันคะ แบบเอาวดิโีอมาโพสตห์รอืคยุกับลกูเพจ 






แลว้คดิวา่อะไรคอื เพราะเราท าแบบไมเ่อาตังค ์ไมเ่คยไดอ้ะไรเลย คดิวา่อะไรคอืรางวลั 
มันอยูท่ีค่วามชอบน่ะ ความชอบ ความรัก สิง่ทีไ่ดม้าคอื ความภมูใิจทีเ่คา้มาไลค ์เราไมไ่ด ้
ตอ้งการยอดไลคห์รอก แตเ่ราตอ้งการกระทูจ้ากเคา้มากกวา่ ยอดไลคไ์มต่อ้งการ ตอ้งการทีเ่คา้
มาคยุดว้ยกัน วา่อันนีด้นีะ อันนีเ้ราอยากใหเ้ป็นอยา่งนี ้เราชอบตรงนัน้มากกวา่ เวลาใครไลคเ์พจ








เคยเห็นตัวอยา่งนีร้เึปลา่ ตัวนีพ้ีจ่ะก าหนดไวว้า่เป็นรันนิง่แมน เห็นรเึปลา่ จะเป็นตัวรันนิง่แมน จะ
เป็นตัวป๊อกๆ ของอะไรไมรู่ ้ฟอนตนั์น้น่ะ ตัวอยา่งนีจ้ะเป็นตัวรันนิง่แมน อันนี้ไมต่อ้งเขยีนก็ได ้
แตใ่หเ้ปารูไ้วน้ะครับ แตถ่า้เป็นตัว...  
 
พีฟั่กจะท าเป็นสดีว้ยรเึปลา่คะ  
ตอ้งแลว้แต ่
 
แตถ่า้เป็นฟอนตอ์ยา่งนี ้ฟอนตแ์บบเรยีบๆ อยา่งนี ้พีจ่ะก าหนดไวว้า่เป็นโฆษณา คลปิสมัภาษณ์ 
หรอือะไรตา่งๆ ทีไ่มใ่ชว่าไรตี ้เล็กๆ นอ้ยๆ อยา่งนี.้.. 
ก็จะเป็นอกีฟอนตน์งึ 








จะเป็นฟอนตแ์บบนี ้เพราะเคา้น่ารักไงสองคนนี ้แลว้ก็ตอ้งคดิ ฟอนตจ์ะไมเ่หมอืนกัน  
สมมตุวิา่ ตอนนัน้ทีม่โีฆษณาของแจซอก พีก็่ใชฟ้อนตเ์รยีบๆ ไมม่สี ีไมม่อีะไรอยา่งนี ้โฆษณา 
ตอนนีย้ังหาโฆษณาของคูรั่กวนัจันทรซ์บัอังกฤษเลย จะไดม้าท า ทีโ่ฆษณายา 
 
แลว้ปกตเิวลาหาอยา่งนัน้ หาจากทางไหนเหรอคะ 
มันจะม ีสมมตุขิองคูรั่กวนัจันทรก็์จะหาใน มันเดยค์ัปเปิลชปิดอตคอม ถา้เป็นในกเูกลิจะเป็น ชปิ
เปอรน่์ะ Mondaycoupleshipper  
 








น่าจะใชจ่นีน่ะแหละ่ เพราะเคา้ใช ้baidu weibo เคา้ก็แปลซบัจนี อยา่งทีพ่วกรันนิง่แมนไปเลน่
กับคนจนี น่ันแหละ่ เคา้ก็ท า 
 
แลว้คดิอยา่งไงกับการ...ถามอกีรอบ ทีถ่กูถอดน่ะคะ่ ทีร่ายการทีเ่ราแปลบางท ีถกูถอด เคา้
เรยีกวา่อะไรนะ โดนถอดออก รวมเว็บ รวมลงิกพ์วกนัน้ 
รวมลงิก ์โห พดูค านีไ้ดม้ัย้ หนา้ดา้น  
 
มกีารบอกใกลท้ีอ่ัดดว้ยนะ 
เอา้ เรือ่งจรงินะ เราอตุสา่หท์ าตัง้นาน อตุสา่หน่ั์งหลังขดหลังแข็งท าดว้ยความรักรันนิง่แมน พี่
เชือ่วา่ ประชากรในประเทศไทยมกีีค่นน่ะ ประมาณ 1 ใน 3 น่ะ รักรันนิง่แมนทัง้นัน้ พีว่า่เยอะนะ 
รักรันนิง่แมน อาจจะรักใครก็ตาม รักหนึง่ในสมาชกิ หนึง่เมมเบอร ์แตเ่คา้ก็รักรันนิง่แมน พีว่า่มถีงึ 
1 ใน 3 ไมใ่ชค่รึง่ ครึง่น่ะเยอะไป  แลว้คนทีเ่ป็นทมีซบัอาจจะมแีคส่ว่นนดิสว่นหน่อย แตว่า่เคา้ก็
ท ามาเพือ่ใหท้กุคนทีเ่ป็นสาวก ทกุคนทีรั่กรันนิง่แมนไดช้มกัน การท าซบัมันไมใ่ชท่ างา่ยๆ ทีพ่ี่
บอก ตอ้งอดทนมากกวา่จะท ามาได ้แลว้การทีข่โมยลงิกม์าแปะ เพือ่เอายอดบล็อกสปอต การ
ท าบล็อกสปอตมันก็ตอ้ง...บางทเีคา้จะเอาเงนิชว่ยตดิกับบัตรเครดติอะไรดว้ยอยา่งนี ้เวลากด
ลงิกเ์ขา้ไปก็มคีา่โฆษณาเขา้มา มันไดน้ะครับ เคา้ก็เลยแอนตีก้ันไง แลว้อกีอยา่งยังไงพวกนีก็้
ยังนอ้ยกวา่พวกทีเ่อามาขายทางเน็ตเลย อยา่งนีไ้มด่ ีแลว้พวกในรา้นทีข่ายรันนิง่แมนอกี



















ก็ถา้พดูถงึพากยไ์ทยกับซบันะครับ ไมว่า่จะเป็นหนังหรอือะไรก็ตาม พีว่า่ original ดทีีส่ดุ อาจจะ
มคี าแปลขา้งลา่งเพือ่ใหเ้ราเขา้ใจ อยา่งนีด้กีวา่ เพือ่จะไดรู้ว้า่อารมณ์ยังไง บางททีีเ่ราเขา้ใจวา่
การพากยก็์อยูท่ีค่นพากยด์ว้ยวา่พากยด์ไีมด่ ีคนพากยด์ก็ีดไีป คนทีพ่ากยไ์มด่ก็ี...ท าใหค้ลปินัน้ 
ซบันัน้ วดิโีอนัน้เสยีไป ยอมรับวา่ทรพูากยด์นีะครับ แตรั่นนิง่แมนมแีตค่นวุน่วายทัง้นัน้ แยง่กัน
พดู เพราะงัน้บางครัง้ การพดู การท าซบั เอย้ การแปล การพากยใ์นทร ูมันเลยดวูุน่วาย ไมทั่น
เคา้ ก็เลยไมค่อ่ยสนุก เหมอืนทีเ่รา... เพราะงัน้พีถ่งึชอบทีเ่ป็นซบัมากกวา่  
 
จะท าตอ่ไปมัย้คะ 
ท าตอ่ๆ ไมม่เีงนิพีก็่ท า ความจรงิเว็บไซตอ์ยา่งเฟสบุค๊จะมคี าวา่บสูตข์า้งลา่ง เราสามารถพว่งกับ
บัตรเครดติเราได ้ใครมาไลคเ์รา เราก็ไดต้ังคอ์ยา่งเงีย้ แตพ่ีไ่มอ่ยากท าอยา่งนัน้ มันเหมอืนท า
ธรุกจิเกนิไป เราท าเพราะใจเรารักไงครับ ก็ท าตอ่ไปเรือ่ยๆ แตว่า่จะสิน้สดุเมือ่ไหรน่ีย่ังไมรู่ ้พีก็่
ไมไ่ดบ้อกวา่จะท าหลายๆ ปี ก็ท าตอ่ไปเรือ่ยๆ แลว้กัน ถา้เกดิวา่ตอนไหนทีเ่ลกิท าแลว้ พีก็่ยังจะ
ตดิตามรันนิง่แมนตอ่ อาจจะไมไ่ดท้ าแลว้ก็จะตดิตามอยู ่
 
เคยคดิอยากจะท ารายการอืน่นอกจากรันนิง่แมนมัย้คะ 
พีรั่กรายการรันนิง่แมน พีไ่มท่ ารายการอืน่แน่นอน นอกจากเมมเบอรค์นนัน้อยูใ่นรายการอืน่  
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แลว้สนุกสนาน อยา่งลา่สดุ พีม่คีลปิของแจซอกกับฮาฮา่ในรายการอนิฟินติี ้ชาเลนจ ์ของเอ็มบี
ซ ีพีก็่กะจะท า แตใ่นชว่งนัน้คลปิจะเป็นผหีลอก ซานตาเฟ่เคา้บอกจะท า พีก็่เลยไมท่ า พีด่ขูอง
เคา้ดกีวา่ เพราะวา่เคา้ท าเคา้ก็ท าละเอยีด ก็ปลอ่ยเคา้ท าไป เคา้บอกมาแลว้วา่เคา้จะท า ซบั
สัน้ๆ อยา่งจฮีโยอยา่งงี ้ก็ไปอยูใ่นรายการ เก็ตบวิตี ้พีก็่จะท า พีไ่มไ่ดเ้จาะจงวา่จะไมท่ ารายการ
อืน่เลย แตพ่ีอ่ยากจะท ารายการทีเ่มมเบอรข์องรันนิง่แมนไปอยูต่รงนัน้ อันไหนมันสนุกๆ เราก็จะ
ท าตรงนัน้ เสน่หม์ันอยูท่ีเ่มมเบอร ์ไมไ่ดแ้อนตีร้ายการไหน 
 
สรปุฉีกมาจากโซยอนชแิด ฉีกมาจากเกริล์เจเนอเรชัน่ มาเป็นรันนิง่แมนเลยนะคะ 
ครับ  
 
คอืความแตกตา่งมันมไีง ไอน่ั้นมันสวยอยา่งเดยีว สวยตลก อันนีม้ันตลกดว้ย บางทคียุกันท าให ้
เราสนุกไปดว้ย บางทพีีโ่หลดคลปิมา วนัอาทติยอ์ยา่งวนันี้ ชว่งประมาณสีโ่มงเป็นตน้ไป มันจะมี
ละ ดอูอนไลน ์แลว้ชว่งประมาณหกโมงพีจ่ะโหลด เพราะคลปิกวา่จะมา หกโมง พอโหลดมา ดู
แลว้ก็ ขนาดเราแปลไมอ่อก เรายังข าเลย 
 
ออ อันนีค้อืดแูบบตน้ฉบับ ไมแ่ปลกอ่นเลยเหรอคะ 
อมื เรายังข าเลย 
 
เปาพยายามไมด่ตูน้ฉบับกอ่นเลยคะ่ เปากลัวจะรูว้า่ใครชนะแลว้มันไมลุ่น้ 
ออ้ พีไ่มเ่คยดจูนจบหรอก จะหาดเูฉพาะตอนทีอ่ันไหนมันฮาๆ บา้ง อันไหนฮา เราก็จะท าซบั
ขึน้มาใหด้ ูแลว้ก็จะตัดชว่งนัน้แหละ่ จะไดม้าท า แตบ่างทเีราด ูเราก็ไมรู่ไ้งวา่เคา้พดูกันวา่อะไร 
ท าไมเคา้ถงึข ากัน เราก็ไมก่ลา้ตัดมา 
 
อยา่งทีเ่ห็นชดัๆ วา่ ทีต่อ้งการท า ตอนทีจ่งกุก๊กนิเปโรโรเ่กมกับเด็กคนนัน้น่ะ ทีพ่ีท่ า อันนัน้ฮา
จรงิ 
ตอนนัน้ก็ตลกนะ ตอนทีจ่งกกุกนิน ้าแข็ง เปโรโรก่ับ ตอนไหนน่ะ ตอนกอ่นหนา้นี ้ทีจ่งกกุกนิกับ
จฮีโย  
 
ออ๋ น่ันตอนลา่สดุเลย กนิแลว้หัก  







ในตอนทีค่ณุเอ็มเริม่ท าแฟนซบัมาเนีย่คะ่ ขอเรยีกวา่แฟนซบั แลว้คณุเอ็มเริม่มาจากรายการ
อะไร หรอืวา่อยูด่ ีๆ  วนันงึตัดสนิใจทีจ่ะท าขึน้มาอะ่คะ 
ก็จรงิๆ ก็เหมอืนกับเราด ูWe Got Married กอ่น เหมอืนก็พอเริม่ดแูลว้ก็เลยเริม่ตดิ ก็เลยหา
รายการอืน่ แลว้พอดวีา่ไปรูจั้กกับพีแ่อดมนิเพจเว็บๆ นงึ ก็เลย เคา้ก็เลยแนะน าการท าซบัมา 
โดยตอนแรกทีท่ าจะเป็นดรมีทมี แลว้ก็เลยมาเป็นรันนิง่แมน 
 
อยา่งนีห้มายถงึวา่พีเ่พจนัน้สอนท าซบัใหห้มดเลยเหรอคะ 
ก็คอื อันนัน้เป็นเว็บอะ่คะ่ ไปรูจั้กเคา้ เคา้ก็เลยแนะน าวา่ตอ้งใชโ้ปรแกรมอะไร ท ายังไง แลว้ก็
คอ่ยท าเอง หัดท าไปเรือ่ยๆ  
 
แลว้ตอนศกึษาโปรแกรมพวกนัน้นีค่อื ศกึษาจากยทูปู หรอืวา่เว็บทีเ่คา้แนะน าใหม้ันมวีธิที าอยูอ่ะ่
คะ 
คอืหาอา่นในเว็บ มันจะมบีล็อกๆ นงึทีเ่คา้เขยีนถงึวธิกีารแตง่ซบั การไทมม์ิง่ อะไรอยา่งนีค้ะ่ 
ตรงไหนสงสยัก็ถามจากพีท่ีรู่จั้กกัน  
 
นานไหมคะ กวา่จะท าได ้
ก็ไมน่านนะคะ แตแ่รกๆ ท าก็อาจจะแบบ ภาษาก็จะแปลกๆ บา้ง ซบัก็จะขีเ้หรห่น่อย ก็คอืจะแตง่
ไมค่อ่ยเป็น 
 
ออ่ๆ ก็คอืคอ่ยๆ พัฒนาสกลิมาเรือ่ยๆ 
ใช ่
 












ปัจจบุันคอืท าคนเดยีวคะ่ คอืเมือ่กอ่นจะอยูท่ีเ่ว็บอกีเว็บนงึอ่ะคะ่ แตว่า่ทนีีก็้ เหมอืนเขา้กับในเว็บ
ไมค่อ่ยได ้ก็เลยแยกตัวออกมา แลว้ก็เปิดเพจขึน้มาใหม ่ 
 
แตท่ าหลายตอนมากเลยนะคะ  
ใช ่
 
มันมอียูช่ว่งนงึทีต่อนแรกๆ กอ่นทีจ่ะถกูลบไป อันนัน้นีแ่บบ...(เยอะมาก) 
ใช่ๆ  อันนัน้คอื ท าอาทติยเ์วน้อาทติย ์
 
แลว้เลอืกยังไงอะ่คะ หมายถงึวา่ตัง้ใจก าหนดกับตัวเองวา่จะท าอาทติยเ์วน้อาทติยอ์ยา่งนัน้รึ
เปลา่ 
ตอนนัน้ก็เพราะวา่เราใชเ้วลาท าตอนนงึก็สองสปัดาห ์ก็เลยพอท าตอนนงึเสร็จ มันก็จะหายไป
อาทติยน์งึใชม่ัย้คะ ก็ใหบ้า้นอืน่ท า พอตอนใหมม่าเราก็จะท าไดพ้อด ี
 
คอื ตดัสนิใจเอาเองวา่เราจะท าอยา่งนี ้
ก็อยากท า เพราะพอดวีา่ชว่งนัน้เป็นชว่งทีเ่พิง่เรยีนจบ แลว้ก็อยูบ่า้นเฉยๆ ยังไมไ่ดท้ างาน ก็เลย
จะมเีวลาวา่งตลอดทัง้วนั  
 




เคยดคูะ่ ปกตก็ิดขูองบา้นอืน่ตลอดนะ ถา้ตอนทีต่ัวเองไมไ่ดท้ าอยา่งนี ้ 
 
แตบ่างทเีดีย๋วนีก็้จะมตีอนทีท่ าซ า้เนอะ 




ทีช่อบก็ทวิลปิสน์ะคะ เพราะรูส้กึวา่เคา้แปลด ีท าซบัสวยดว้ย  
 
เพราะเราไปสมัภาษณ์ทวิลปิสอ์ยูค่นนงึ แลว้เคา้เป็นคนแตง่ซบั เคา้ก็ยังท าเป็นทมีเนอะ อันนีท้ า
อยูค่นเดยีว 





แสดงวา่ก็เคยมคีนจากบา้นอืน่มาขอค าแนะน าเหมอืนกันใชม่ัย้คะ 
ก็มบีา้งคะ่  
 
นอกจากทวิลปิสแ์ลว้ยังมบีา้นไหนอกีรเึปลา่คะ ทีม่าขอค าแนะน าน่ะคะ่ 
รูส้กึจะเหมอืนจะมนีะ แตจ่ าเพจไมไ่ดว้า่เป็นเพจอะไร 
 
แตเ่คา้ก็มาถามอยา่งนีเ้หรอคะ 
ใชค่ะ่ มาท าฟอนตบ์า้ง ถามวา่แตง่อยา่งนีแ้ตง่ยังไง 
 
อยา่งนีก็้ใชว้ธิเีรยีนรูเ้อาเองสว่นใหญ ่
ใชค่ะ่ เพราะท าซบัไมไ่ดเ้พิง่ท าตอนเปิดเพจ คอืท ามากอ่น รันนิง่แมนตอนทีท่ าตอนแรกเป็น
ตอน 7 ตัง้แตอ่พี ี7 เลย หลายปีแลว้ 
 
ออ่ๆ ใช ่รันนิง่แมนตอนนีก็้ 5 ปีแลว้ 
ใช ่ตัง้แตส่มัยนูน้ ตัง้แตซ่บัยังกากๆ ...ตัง้แตช่ว่งนัน้เลย 
 
แลว้โปรแกรมทีใ่ชม้อีะไรบา้งเหรอคะ 
ก็จะใช ้เอจซิบั เป็นหลัก แลว้ก็ฝังซบัจะใช ้Virtual Dub  
 
อันนีเ้ป็นฝังซบั แลว้เอจซิบันีค่อื 
เป็นโปรแกรมท าซบั ไทมม์ิง่ แตง่สอีะไรพวกนี ้
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แลว้ตอนแรกๆ ละ่คะ ทีม่ขีอง ไอซบั น่ันไดด้รูเึปลา่คะ 













ท าจากไอซบัจะเหนือ่ยกวา่เพราะวา่มันเยอะ เยอะมาก 
 




เราก็ไมไ่ดเ้หมอืนกัน แลว้เวลาแปลใชต้ัวชว่ยอะไรบา้งมัย้คะ อยา่งเชน่ กเูกลิทรานสเลต 




จรงิๆ ตอนแรกคดิจะรับทมีซบั  แตว่า่เหมอืนตัวเราเองก็ไมค่อ่ยวา่งก็เลยลม้โปรเจ็กตไ์ป ก็เลย
ไมไ่ดรั้บใครมาเพิม่ เพราะชว่งนีเ้พจก็จะเงยีบๆ เพราะไมม่เีวลาท า ก็กลับมาเป็นชว่งๆ  
 
ตอนนงึใชเ้วลา 2 สปัดาหเ์หรอคะเวลาท า 
ก็ประมาณ ก็แลว้แต ่ขึน้อยูก่ับวา่เยอะนอ้ยแคไ่หน ประมาณ แตว่า่ชั่วโมงนงึส าหรับรันนิง่แมนท า
ไดป้ระมาณ 2 นาทอีะ่คะ่ 2-3 นาท ีใช ่ใชเ้วลานานมาก 
 
แลว้เวลาท าแบง่ยังไงอะ่คะ หมายถงึวา่อาจจะแปลใหเ้สร็จกอ่นแลว้คอ่ยมาแตง่ซบั หรอืวา่ท า
พรอ้มกันไปเลย 
ท าพรอ้มกัน ก็คอืจะได ้2 นาท ี3 นาท ีใช ่เพราะมคีนเดยีวคะ่ ท าทเีดยีว สมมตุวิา่ถา้แปลกอ่น
แลว้คอ่ยมาไทมม์ิง่อะไรอยา่งนีค้อืเราตอ้งน่ังดไูฟลซ์ ้าไปซ ้ามาหลายรอบมาก ก็คอืพยายาม ไม่
งัน้จะเสยีเวลา 
 
เคยแบบไมไ่หวละ เพราะมันเยอะมาก ก็หยดุพักกอ่นอยา่งนัน้เหรอคะ 
ใชค่ะ่ เราตอ้งหยดุ ใช ่ 
 
คอืเริม่จากชอบวา่อยากท ารายการนี ้อยากท าอันนี้ก็เลยท า 
ชอบแลว้ก็วา่งคะ่ ใช ่ ก็เลยท า 
 
คดิวา่อยา่งพวกคณุภาพ เวลาคดิเราก็ตอ้งทวนเอาเอง เวลาท าเสร็จมทีวนอะไรอยา่งนีบ้า้งมัย้คะ 
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มคีะ่ ก็คอืพอท าเสร็จทกุอยา่งก็น่ังดไูฟลท์ีต่ัวเองท า ดวูา่ตรงไหนพมิพผ์ดิรเึปลา่หรอืวา่ลมือะไรรึ
เปลา่ ก็แกไ้ข เหมอืนเราไดอ้า่นของตัวเองอกีรอบ คอืเราก็จะรูว้า่ตรงนีม้ันแปลกๆ อา่นแลว้งง
อยา่งนีก็้จะไดแ้กไ้ด ้บางทเีวลาแปลคนละวนัก็จะใชค้ าไมเ่หมอืนกันแลว้ 
 
 
ใช ่ก็คอืท าเสร็จทนีงึก็จะมาทวนอกีครัง้นงึ แลว้เคยมแีบบคอมเมนตจ์ากพวกแฟนเพจ ลกูเพจ 
สว่นใหญเ่คา้จะเมนตข์อบคณุมากกวา่ จะไมค่อ่ยมแีบบคอมเมนตท์ีต่ชิมซบัเทา่ไหร่ 
 
แตค่ดิวา่จะท าตอ่ไปเรือ่ยๆ มัย้คะ 
ก็ถา้มเีวลาก็ท าตอ่ไปเรือ่ยๆ  
 
แลว้ตอนทีไ่ฟลถ์กูลบไปตอนนัน้ 







ก็คดิแคว่า่ท ายังไงใหเ้พจเรายังอยู ่เพราะถา้เพจเราหายไปก็เหมอืนเราตอ้งเริม่นับหนึง่ใหม ่ใช ่
ก็เลยเป็นทีม่าของ เป็นหนา้ไทมไ์ลนช์ือ่เอ็นเอสเอ็นทีเ่ป็นภาษาไทย เคยเห็นมัย้  
 
เหมอืนเราก็ไป แตส่ว่นใหญเ่ราจะเขา้ทีเ่ป็นภาษาอังกฤษมากกวา่ 
แตอ่ันนัน้จะไมใ่ชเ่พจแตเ่ป็นเหมอืนเฟสบุค๊สว่นตัว จะใชช้ือ่วา่เอ็มเอสเอ็น ก็เอาไวอ้ัพในนัน้ จะ
ไดไ้ม ่ถา้โดนลบก็ลบแอคเคาทนั์น้ไป ใหเ้ก็บเพจไว ้ใช ่
 
แลว้นอกจากเฟสบุค๊แลว้ใชอ้ยา่งอืน่บา้งมัย้คะ 





ใชค่ะ่ บล็อกสปอต ลองไปดใูนไฟลจ์ะมตีัวว ิง่ จะมชีือ่บล็อกอยู ่ 
 









แตต่อนแรกๆ ก็ ยิง่ตอนทีไ่ฟลห์ายดว้ยอะ่คะ่ ตอนแรกๆ เราก็ดขูองคณุเอ็ม แลว้เราก็ โอะ๊ โชคดี
ทีย่ังอัพไฟลใ์หม ่เพราะบางทเีคา้ก็จะไมอ่ัพไฟลใ์หมแ่ลว้  
ใช ่ตอนเกา่ๆ นีน่่าจะหายากแลว้นะ 
 
ใช่ๆ  เสยีดาย  
ใช ่
 
อยา่งนีท้ าเพราะชอบรายการ แลว้ชอบแปลบา้งมัย้คะ ชอบภาษามัย้ 




จรงิๆ ก็เคยคดิอยูน่ะ วา่รับเป็นอาชพีเสรมิ แปลงานแปลอะไรอยา่งนี ้แตว่า่เวลามันไมเ่อือ้อ านวย 
เพราะงานประจ าบางท ีโอทก็ีเลกิสามทุม่แลว้ เขา้งาน 7.50 เลกิงาน 17.30  
 
มน่ิาชว่งนีถ้งึหายไป 




หนักอยู ่ใช ่นอกจากมเีวลาเสารอ์าทติยถ์งึไดท้ าซบั แตว่า่ชว่งนี ้วา่งคอือยากพักมากกวา่ 
 
น่ันส ิ
คอืถา้ท าซบัก็คอืใชเ้วลา 8-9 ชัว่โมงทัง้วนัน่ะ  
 
แลว้เวลาแปล พยายามจะแปลใหเ้หมอืนซบัอังกฤษมัย้คะ หรอืคดิวา่มันควรจะมอีะไรแตกตา่ง
ออกไป เหมอืนเป็นเอกลกัษณ์ของเรา  
จรงิๆ ก็เหมอืนเราท าความเขา้ใจกับประโยคทีเ่คา้พดูเป็นภาษาอังกฤษ แลว้ก็มาเรยีบเรยีงให ้
เป็นภาษาของเรา ใหเ้คา้เขา้ใจงา่ย 
 
แตก็่คอื เวลาแปลทีเ่ป็นทางการ เคา้ก็จะมหีา้มใสเ่ครือ่งหมายตกใจ หา้มภาษาพดูอะไรอยา่งนัน้ 
ไม ่ไมข่นาดนัน้ คอืบางทมีันก็ตอ้งมบีา้งทีเ่ป็นภาษาพดู เพราะวา่เป็นรายการตลก ใช ่
 
ตอนแรกๆ นีค่อื เลอืกฟอนตย์ังไงเหรอคะ ส ีคอืพยายามใหเ้หมอืนกับตน้ฉบับมัย้ หรอืวา่
พยายามคดิขึน้มาเอง วา่ตัวนีน่้ารักด ี
ถา้เป็นตัวค าพดูก็จะเอาตวัทีอ่า่นงา่ย เพราะวา่เคา้ตอ้งอา่นกันเยอะ แตว่า่ตัวทีเ่ป็นภาษาเกาหลทีี่
เดง้ทีห่นา้จอ ก็จะพยายามเลอืกทีม่ันดแูนวๆ สไตลเ์ดยีวกัน ตัวเรยีบๆ หรอืตัวหวดัๆ อะไรอยา่งนี ้
ก็แลว้แต ่พยายามเลอืกใหม้ันใกลเ้คยีง 
 
แตท่กุตอนพยายามจะท าใหเ้หมอืนกันมัย้คะ หมายถงึวา่ถา้ตัง้แตแ่รกเราใชฟ้อนตน์ี ้ตอ่ไปเราก็
จะใชฟ้อนตน์ีด้ว้ย หรอืวา่ก็แลว้แต ่
ใชฟ้อนตเ์ดมิทกุครัง้คะ่ เพราะรูส้กึวา่มันเป็นลายเซ็นเราน่ะ เวลาคนดจูะนกึออกวา่ อันนีม้ันของ
บา้นนีน้ีน่า ใชม่ัย้ จะเป็นมัย้ ดแูลว้จะนกึออก 
 
แลว้ใครเป็นคนท าโลโกล้ะ่คะ  
โลโกก็้ท าเอง ตอนนัน้ก็ไมไ่ดค้ดิอะไรมาก คดิไมอ่อก ก็เลยพมิพเ์อ็มเอสเอ็นไป จบ  
 
แตท่ีใ่ชช้ือ่ตัวเองวา่เป็นเอ็มนี ่ก็อยา่งทีเ่คยบอกวา่เคยอยูบ่า้นนงึเนอะ แลว้ก็ไมอ่ยากมปัีญหากับ





ก็เครง่อะ่คะ่ แอดมนิเคา้จะสไตลเ์ดยีวกัน คอืสไตลโ์หดอะ่ คอ่นขา้งดนุดินงึ  
 
มันกฎเยอะมัย้คะ บา้นตามฟีลน่ะคะ่  
ก็จรงิๆ กฎก็ปกตท่ัิวไปนะคะ ก็ไมไ่ดยุ้ง่ยากหรอือะไร แตว่า่คอืจรงิๆ ก็เป็นแอดมนิในบา้นเลย แต่
วา่ขึน้อยูก่ับทมีงานน่ะคะ่ ทมีงานจะแบบวา่...ถา้คนเคยเขา้ไปจะรูว้า่เวลาไปโพสตถ์าม บางทจีะ






สบายกวา่ เพราะอันนัน้มันหลายสิง่หลายอยา่ง  
 
 
เวลาท าตอนนงึจะมเีดดไลนม์ัย้คะ หรอืวา่จะท าเฉพาะเวลาทีเ่ราวา่งน่ันแหละ่ 
ก็คอื ท าตอนทีว่า่ง 
 
ก็คอื เสร็จก็เสร็จ ไมเ่สร็จก็ไมเ่สร็จ 




ใช่ๆ   




ตอนนีค้ดิวา่ยังอะ่คะ่ เดีย๋วพอเจา้ของเพจหายหนา้ คนทีเ่คา้เขา้มาก็จะแบบ เอ แลว้จะรับมา












ตอนทีถ่กูถอดน่ันน่ะคะ่ มลีกูเพจเขา้มาแบบใหก้ าลังใจอะไรแบบนีม้ัย้คะ มอียูส่ใิชม่ัย้ 
ก็มบีา้งนะคะ แตช่ว่งโดนลบมันเป็นชว่งทีเ่ราไมค่อ่ยท าซบัพอด ีก็เลยจะแบบ...ถา้ชว่งท าซบัคน
จะเขา้มาเยอะ มาตดิตามเยอะ แตว่า่ชว่งทีเ่ราหายไป คนดก็ูหายไปดว้ย ก็จะนอ้ยลงนดินงึ 
 
แลว้คดิวา่เราท าโดยทีไ่มไ่ดเ้งนิอะ่นะ คดิวา่อะไรเป็นแรงขบัเคลือ่นใหท้ าตอ่ไปเรือ่ย  
จรงิๆ เรามคีวามสขุกับสิง่ทีท่ าอะ่นะคะ เหมอืนเราไดท้ าอะไรใหเ้คา้ด ูเราเห็นผลงานตัวเองก็ดใีจ 
คนดก็ูชมตอนนีส้นุก ตอนนีซ้บัด ีหรอือะไรอยา่งนี ้
 
คดิวา่พวกนี ้คลา้ยๆ กับเป็นรางวลัใหเ้ราอยา่งนีม้ัย้คะ 
ใช่ๆ  เหมอืนเราก็ดยูอดไลค ์ดคูอมเมนต ์หลักๆ  
 
แลว้คดิวา่การลบ ตอนทีถ่กูถอด คดิวา่เป็นเรือ่งทีค่วร พดูยากเนาะ 
ใช ่ความจรงิก็เหมอืนเราท าผดิอยู ่เพราะเราไมไ่ดซ้ือ้ลขิสทิธิเ์คา้มา  
 
อยา่งนีค้ดิวา่จะเป็นหมายถงึวา่...แตต่อนนัน้คอื ทีถ่กูถอดเพราะวา่มันมกีารแชรล์งิก ์







(หัวเราะ) จรงิๆ มันก็ จะวา่เคา้ผดิมันก็ไมไ่ดข้นาดนัน้น่ะคะ่ เพราะวา่เคา้ก็อยากรวมใหท้กุคนด ู
เหมอืนเราอยากดตูอนไหนน่ะ บางทมีันก็หายากนะถา้ไมม่คีนรวมใหน่้ะ อาจจะเป็นเพราะความ
ไมรู่น่้ะ เราก็ไมค่ดิวา่อยู่ๆ  วนันงึจะเอาลงิกท์ีค่นรวมไวม้าไลล่บ 
 
อยา่งนีห้มายความวา่คณุเอ็มก็ไมไ่ดห้า้มใชม่ัย้คะ ถา้จะมกีารแชรล์งิก ์
แชรไ์ปก็เอาไปแชรไ์ดค้ะ่ หลังๆ นีถ่า้ไมไ่ดเ้อาไปตัง้หนา้รวมก็จะดกีวา่ เพราะวา่ไมง่ัน้เดีย๋วโดน
ลบอกี เพราะวา่อัพโหลดนีก็่ใชเ้วลานานเหมอืนกัน ตอ้งมาน่ังอัพโหลดใหม ่
 
กวา่จะอัพโหลดไดน้ีใ่ชเ้วลา...ตัง้แตไ่ฟลด์ว้ยใชร่เึปลา่คะ 
ก็คอืฝังซบัออกมาใชม่ัย้คะ เราก็ตอ้งแบง่ตอน  
 
ตอนทีท่ านีท่ าเป็นไฟลเ์ดยีวเลยเหรอคะ 
คอื มันแลว้แตเ่ราน่ะคะ่ คอืมันท าไดส้องอยา่ง เสร็จคอืถา้ปลอ่ยทลีะพารท์ คอืท าเสร็จพารท์นงึ
ก็ฝังทนีงึ แลว้ก็อัพเลยก็ได ้แตว่า่ หรอืวา่จะท าเสร็จทัง้รายการแลว้คอ่ยมาตัดวดิโีอก็ได ้ท าได ้
สองอยา่ง 
 




แลว้ตอนแบง่นีพ่ยายามจะแบง่ใหเ้หมอืนกับภาษาอังกฤษมัย้คะ หรอืวา่ก็แลว้แต ่ก็กะเอา 
กะเอา ก็เฉลีย่ๆ กันวา่ความยามเทา่ไหร ่เพราะเฟสบุค๊มันจ ากัด 20 นาทเีนาะ  
 
ออ้ 





ชือ่ไฟลจ์ะเป็น MPEG หรอืวา่อะไร หมายถงึวา่ทีเ่ราท าจากไฟลจ์รงิจะมชี ือ่ไฟลม์ัย้คะ บางทจีะ
เป็น MPEG 4  








ทีฝั่งซบัออกมาทีไ่ดจ้ะเป็น AVI  
 






กเูกลิ เสริช์กเูกลิอยา่งเดยีว คอืจะพมิพช์ือ่รายการภาษาอังกฤษใชม่ัย้คะ เพือ่ไปหาภาษาเกาหล ี
แลว้ก็เอาชือ่ไฟลภ์าษาเกาหลไีปเสริช์ จะเอาตอนไหนก็ลงวนัทีไ่ป แลว้ก็ไปหา เพราะวา่จะเป็น
บติจากเว็บเกาหล ีมันจะเยอะ ชือ่ภาษาอังกฤษมันจะหายากกวา่ ตอ้งใชช้ือ่เกาหล ี
 
ออ้ เพิง่รูน้ะคะ  
ใชต่อ้งหาแบบนัน้ ก็อยา่งเวลาแปลอยา่งนีน่้ะคะ่ ถา้เป็นตัวเดง้ทีเ่ราไมเ่ขา้ใจ ก็หาเว็บพมิพ์
เกาหล ีแลว้ก็พมิพต์ามทีเ่ราเห็น ก็ไปแปลดว้ยก็ม ีเฉพาะทีไ่มเ่ขา้ใจนะคะ บางทถีา้พมิพเ์กาหลี






















ทีเ่คา้จะซือ้ลขิสทิธิแ์ลว้ก็...แตรู่ส้กึวกิ ิ(VIKI) เคา้จะบล็อกประเทศไทยดว้ยนี ่
 
ใช ่ถกู พอ้ยส าคัญน่ันแหละ่ 







สว่นใหญจ่ะดรูายการมากกวา่ ซรีสีก็์ไมค่อ่ยไดด้ ู 
 
แตค่ณุเอ็มท าซรีสี ์
ซรีสี ์เพราะชอบพระเอก  
 
ชอบพระเอกก็เลยท า เหตผุล 
 



























เหมอืนตอนหลังๆ ก็มแีตบ่า้นใหมเ่คา้มาท าเนาะ 






คอื เหมอืนพดูกันตามตรง เหมอืนบา้นใหม่ๆ  เนน้เร็ว ออกมามากกวา่ ถา้สงัเกตด ูเนน้ใหค้นมาดู




เสยีดายเนาะ บางทบีา้นเกา่ๆ ก็ท าด ี 
ใช ่บา้นใหมก็่แลว้แตว่า่ใหมข่นาดไหน 
 
ใช่ๆ  นอกจากบา้นนีม้บีา้นไหนอกีมัย้คะ  
บา้นเคเอส แฟมลิี ่
 










มันแปลกๆ อะ่ ฟังแลว้มันตลก 
 
แสดงวา่เคยดขูองทรสูใิชม่ัย้ 
เคยด ูเคยเปิดไปเจอ ก็ด ูแตม่ันไมใ่ชอ่ะ่ อารมณ์มันไมไ่ด ้
 
แลว้คดิยังไงกับทีเ่คา้จะไมแ่ปลตัวเดง้ออกมา สงัเกตมัย้ 





สวัสดคีะ่ ช ือ่เปานะคะ พอดตีอนนีก้ าลังท าวจัิย ป.เอกทีม่หาลัย Dublin City University ทีไ่อรแ์ลนด ์
เรือ่งการแปลโดยกลุม่แฟน ซ ึง่จะเจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะชอบรายการนีม้ากๆ ^^) เคย
ตดิตามผลงานของคณุ Ninky ทีแ่ปลซบัไทยรันนิง่แมนดว้ย เลยอยากรบกวนถามวา่ถา้จะขอสมัภาษณ์
คณุ Ninky ทาง Skype หรอืผา่นขอ้ความทางเฟสก็ไดค้ะ่ ไมท่ราบวา่จะสะดวกไหมคะ ค าถามจะเกีย่วกบั
เรือ่งประสบการณ์การท าแฟนซบัแลว้กค็วามคดิเห็นทั่วๆ ไปกบัการท าแฟนซบัและเป็นแฟนรายการคะ่ 
ขอโทษดว้ยนะคะทีร่บกวน แลว้ก็ขอบคณุมากๆ คะ่ 
รบกวนแอดมาที ่https://www.facebook.com/wildcatzz จะสะดวกทีส่ดุคะ่ 
 
 
ขอบคณุมากๆ เลยคา่ ไมท่ราบวา่คณุนิง้สะดวกใหส้มัภาษณ์ทาง Skype มัย้คะ ถา้ไมส่ะดวกกท็างเฟสก็
ไดค้า่ 
ไมไ่ดเ้ลน่ skype อา่คะ่ ทางเฟสงา่ยกวา่คะ่ 
 
โอ ้ไดเ้ลยคะ่ ไมท่ราบวา่ปกตคิณุนิง้จะสะดวกชว่งเวลาไหนเหรอคะ 
สกัสามทุม่ถงึเทีย่งคนืคะ่ ดกึไปมัย้คะ 
 
โอ ้ไมเ่ลยคา่ พอดตีอนนีเ้ราอยูไ่อรแ์ลนดค์ะ่ เวลาเลยหา่งจากไทย 6 ชัว่โมง ตอนนีท้ีน่ีก่ะลังจะบา่ยโมง







สวัสดคีา่ ^ ^ ไมท่ราบวา่ตอนนีพ้อจะสะดวกใหส้มัภาษณ์มัย้คะ 
คะ่ เดีย๋วอกีสกั 20 นาทนีะคะ พอดพีึง่ถงึบา้นคะ่ 
 
โอ ้ไดเ้ลยคา่า ตอนไหนทีส่ะดวกก็ไดค้า่ 





I. ชือ่งานวจัิย ชือ่งานวจัิย: ความคดิสรา้งสรรคข์องการแปลซบัไตเติล้โดยกลุม่
แฟนในประเทศไทย: กรณีศกึษาของรายการโทรทศัน ์“รันนิง่แมน” หน่วยงาน: 
School of Applied Language and Intercultural Studies, Dublin City University ผูว้จิัย: ธาร






โอ ้คา่า โทษทนีะคะทีร่บกวน เลยไมไ่ดพ้กัเลย 
ไมเ่ป็นไรคะ่ 
 
ขอบคณุคา่ แบบสอบถามทีอ่ยูใ่นลงิกจ์ะบอกถงึงานวจิัยของเราครา่วๆ ดว้ยน่ะคะ่ 
ท าเสร็จแลว้นะคะ 
 
ขอบคณุนะคา้าา 5555 กลายเป็นขอบคณุหลายรอบเลย ไมท่ราบวา่คณุนิง้เริม่ท าซบัมากีปี่แลว้คะเนีย่ 
ประมาณ 5 ปีคะ่ ตัง้แตรั่นนิง่แมนตอนแรกๆ 
 
แสดงวา่เริม่ท าซบัรายการแรกจากรันนิง่แมนเลยใชม่ัย้คะ 
เปลา่คะ่ ท าซรีีย่ก์อ่นคะ่ แลว้คอ่ยมาเริม่ท ารันนิง่แมน 
 
ออ้ งัน้เริม่จากซรียีเ์กาหลรีเึปลา่คะ  
ใชค่า่ เรือ่งแรกทีท่ าคอื crime squad ทีจ่ฮีโยเลน่คา่ แตท่ าไมจ่บคะ่ 555+ 
 
ออ้ๆๆๆ ทีเ่ลน่กบัซงอนิกกุใชม่ัย้คะ เลกิมาท ารันนิง่แมนกอ่นใชม่ัย้คะ 5555 ตอนทีเ่ริม่ท าซบันีม่แีรงจงูใจ
มาจากอะไรเหรอคะ 
ชว่งนัน้เรยีนหนักคะ่ เลยไมไ่ดท้ าตอ่ คนดนูอ้ยดว้ยแหละ่ 555+ สว่นรันนิง่แมนเริม่จากอยากท าตอนทีย่อู ี
มาคะ่ แตไ่มม่บีา้นไหนท า เลยไปหดัท า แรกๆท าไทมม์ิง่ไมเ่ป็นเลย 
หาวธิที าจากกเูกิล้ แลว้ก็เริม่หัดท าคะ่ ท าแรกๆกส็ะดดุบา้ง ท าชา้มาก จ าไดว้า่ 15 นาท ีท าอยู ่2 อาทติย ์
 
น่ันสคิะ เราวา่ไทมม์ิง่นีย่ากมากๆๆๆ ใชโ้ปรแกรม Aegisub ใชม่ัย้คะ 
ใชค่ะ่ 
 













อยา่งนีต้อนท านีเ่ร ิม่ท าคนเดยีวเลยรเึปลา่คะ หรอืวา่ท าเป็นกลุม่ 
ชอบคูพ่ีน่อ้งคะ่ แรกๆ มงจจีะนิง่ๆ กวางซกูก็วน พอนางเป็นอาเจ๊ตบหวัแลว้ลบูหลัง กวางซกู็ยงักวน แตเ่จ๊
สัง่เงยีบ กวางซกู็เงยีบ 
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แรกๆ ท าคนเดยีวคะ่ มาเริม่เป็นทมีตอนหลังๆคะ่ 
 
5555 เรากช็อบนะคะ ตอนทีจ่ฮีโยกบักวางซจูบัคูก่นัแลว้ชนะเกมอะ่คะ่ แตจ่ าไมไ่ดว้า่ตอนไหน ออิ ิ
 
 
อยา่งนีต้อนแปล แปลจากซบัอิ๊งรเึปลา่คะ หรอืวา่รูภ้าษาเกาหลดีว้ย 
แปลจากซบัอิ๊งคค์ะ่ แตแ่ท๊กอนัไหนทีอ่ ิ๊งคไ์มแ่ปลก็แปลจากเกาหลอีะ่ ไปจิม้เอาทลีะตัวในเว็บแปลภาษา
จากเกาเป็นอิ๊งคแ์ลว้มาแปลเป็นไทย 
 
ออ้ ใชเ่ว็บ google translate รเึปลา่คะ หรอืวา่มเีว็บอืน่ๆ ดว้ยน่ะคะ่ 
ใชค่ะ่ อากูแ๋ปลไดท้กุภาษายกเวน้แปลเป็นไทย 555+ 
 
55555 จรงิ อนันีเ้ห็นดว้ยคะ่ ตอนตัง้กลุม่นี ่คณุนิง้เริม่ตัง้ ตัง้แตเ่มือ่ไหร่เหรอคะ 
ประมาณปี 2011 มัง้คะ อพี ี49 อา่คะ่ เป็นทมี SUBSPACE ท ารันนิง่แมนอยู ่2 อพี ีแลว้ก็ไปท ารายการอืน่
คะ่ แตม่าท าเพจชว่งที ่blog โดนเก็บกนัเยอะๆ อา่คะ่ ซบัไทยยา้ยมาเพจกนั เดีย๋วนีก้็พากนัยา้ยจากเพจ
ลงบลอ๊ก วนไปมา ตลกด ีตอนยา้ยมาเพจกท็ าคนเดยีวเหมอืนเดมิคะ่ มคีนมาชว่ยอพี ี114 ทีม่นุกนึยอง
มา จนถงึปัจจบุนัคะ่ 
ในทมีถา้หลักๆก็จะม ี5 คนคะ่ ไทม ์2 คน แปล 2 คน อกีคนคอยเชค็แลว้กอ็พัคะ่ แตห่ลายๆอพีกี็มคีน
ชว่ยหลายคนคะ่ บางครัง้คนหลกัๆก็ไมว่า่ง เลยมหีลายคนมาชว่ยแปลคะ่ จะเห็นวา่เครดติบางตอนคน
แปล คนไทยมชีือ่แทบไมซ่ า้ 555+ 
 
555 คา่ แลว้ยงังีรั้บคนเขา้มาชว่ยท ายงัไงเหรอคะ 
แรกๆก็ประกาศรับคนท าชว่ยคะ่ แตไ่มไ่ดรั้บเพิม่นานแลว้คะ่ เพราะรูส้กึจะเยอะแลว้ เพยีงแตบ่างชว่งเคา้
ไมว่า่งท าคะ่ 
 
อมื แลว้คนทีรั่บเขา้มาคอืมปีระสบการณ์ท าซบักนัอยูแ่ลว้หรอืวา่คณุนิง้มาชว่ยสอนกอ่นคะ 
เคา้ท าเป็นอยูแ่ลว้คะ่ 
 
ออ้ๆ แลว้มหีลกัครา่วๆ ทีก่ าหนดในการแปลมัย้คะ ประมาณวา่ตวัฟอนต ์ค าเรยีกชือ่ ประมาณนัน้น่ะคะ่ 
ก็มชี ือ่เรยีกคะ่ ซงจฮีโย คมิจงกกุ คะ่ บา้นอืน่จะเป็นซองจฮีโย คมิจงกุก๊ ไรแบบนีค้ะ่ จองกุก๊ บา้ง อะ่คะ่ 
แตน่ิง้เขยีนตามทีเ่พือ่นทีอ่า่นเกาหลอีอกอะ่คะ่ ถา้ตอนไหนทีม่แีขกรับเชญิมา ก็จะปรกึษากนัคะ่ หรอืพวก
ค ายากๆ ทีน่กึศัพทไ์มอ่อกกม็าแชร์ๆ  ขอ้มลูกนัคะ่ 
 
ออ้ๆ คา่ แสดงวา่คณุนิง้จะเป็นคนก าหนดแลว้บอกสมาชกิกอ่นตอนแรกๆ ใชม่ัย้คะ แตพ่อหลังๆ ก็ปรกึษา
กนั 
ใชค่ะ่ ออ๋แลว้กเ็วลาแปล แปลแยกซบัพดูกะแทก๊คนละไฟลค์ะ่ เพราะมนัสะดวกตอนเอามาลงไฟลค์ะ่ 
เพราะไทมแ์ท็กกะพดูแยกกนัอยูแ่ลว้ 
 




โอ ้เป็นความคดิทีด่นีะคะเนีย่ เพราะตอนทีเ่ราเคยแปล คนแปลจะแปลหมดเลย แลว้แบง่เป็นพารท์ๆ เอา 
อยา่งนีข้องบา้น Ninky คนแปลค าพดูจะเป็นคนเดยีวกนัเลยรเึปลา่คะ หรอืวา่แบง่กนัเป็นพารท์ๆ เรือ่ง
ไทมด์ว้ยอะ่คะ่ 
แลว้แตส่ะดวกคะ่ ถา้มหีลายคนก็แบง่ๆ กนั ถา้มไีมก่ีค่นกแ็ปลคนละ 2 พารท์ ไทมก์็แท๊กกะพดูคนละคน
คะ่ ไทมแ์ตซ่บัพดูอยา่งเดยีวจะเร็วมากคะ่ 
 




อยา่งในรปูแทก๊จะเริม่บรรทดัที ่1225 อา่คะ่ 
 
โอ ้เลน่เอาเรามนึเลยคะ่ 555 ปกตเิราเคยแตแ่ปล เพราะไทมไ์มไ่หว 
บางทถีา้คนไทมท์ าเสร็จไว คนทีแ่ปลก็เอาไปแปลลงในทีไ่ทมไ์วเ้ลยคะ่ ประหยดัเวลาไมต่อ้งจับซบัใส่
ไทมอ์กีรอบ 
 
อยา่งนี ้คอื พอคนไทมพ์ดูเสร็จก็สง่ใหค้นไทมแ์ท็กเหรอคะ พอดอียากรูน่้ะคะ่ เพราะเป็นวธิทีีน่่าสนใจ
มากๆ 
เปลา่คะ่ กท็ าแยกกนัคะ่ แลว้สง่มาคนละไฟลแ์ลว้คอ่ยเอามาใสค่ะ่ 
 




ไมใ่ชค่ะ่ ตอนฝังก็ฝังทเีดยีวคะ่ แตอ่นัทีจ่รงิตอนฝังมนัเลอืกซบัไดห้ลายอนันะคะ ปกตจิะฝังเป็นซบัไทย 
กบัเครดติแยกกนัคะ่ เพราะเครดติจะพวก fx karaoke บรรทัดเลยเยอะคะ่ 
 
ออ้ๆ อยา่งนีน้ีเ่อง ไดค้วามรูใ้หมเ่ลยคะ่ แลว้ตอนจะตดัสนิใจวา่จะซบัอพีไีหนนี ่กลุม่ชว่ยกนัตดัสนิใจ
ใชม่ัย้คะ หรอืมวีธิตีกลงกนัยงัไงเหรอคะวา่จะซบัรันนิง่แมนอพีไีหนน่ะคะ่ แลว้ก็ซบัรายการอืน่ๆ ดว้ยน่ะคะ่ 
ก็จะถามๆ กนัคะ่วา่อยากท ามัย้ หลายๆ ตอนก็ท าจากตอนทีส่มาชกิชอบคะ่ อยา่งในทมีจะชอบซจู ีไอย ูยู
อ ีเอสเจ ดงบงั ถา้มคีนในกลุม่นีม้า สว่นใหญก่ท็ าคะ่ 
 
ออ้อ แลว้รายการเกาหลอีืน่ๆ อยา่ง WGM ก็เป็นทมีเดยีวกนัใชม่ัย้คะ 
ทมีเดยีวกนัคะ่ ในทมีเมนอจีนุคะ่ Mblaq คะ่ รายการนีน้อ้งเฟิน แมจ่นุเป็นแปลหลักคะ่ คนไทมค์อืพีบ่ ี
แฟนลดีคะ่ 
 
ออ้อ งัน้ตอนอจีนุออกจาก Mblaq ก็เศรา้กนัรเึปลา่คะเนีย่  
ออ่ๆ 
เฉยๆ กนัคะ่ เพราะจนุเหมอืนจะสง่สารบอกนานแลว้วา่อยากมุง่ดา้นการแสดง แตย่งัไงก็ตามกนัอยูด่คีะ่ 
 




พวกคนหลักๆ 5 คนทีส่นทิๆ กนัอา่คะ่ เคยนัดกนิขา้วกนัแลว้คะ่ 
[รปู] 






แลว้แสดงวา่แปลใส ่notepad กนักอ่นใชม่ัย้คะ 
ใชค่ะ่ บางคนก็ใส ่word 
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ออ้ๆ อยา่งนีต้อนแยกไฟลน์ีย่ดึตามซบัอิง้รเึปลา่คะ หรอืวา่แลว้แตก่ลุม่ หมายถงึตอนแบง่เป็นพารท์น่ะคะ่ 
ตามซบัอิ๊งคค์ะ่ ซบัอิ๊งคอ์อกมากีพ่ารท์ก็แบง่กนัตามนัน้ แตไ่ทม ์ไทมจ์ากไฟลเ์ดยีวคะ่ ที ่kshonow ลง
เป็นไฟลว์ดีโีออนัเดยีวจบอะ่คะ่ เอา idm จิม้ออกมา แลว้แบง่ไทมต์ามเวลาคะ่ ถา้มหีลายคนก็แบง่กนัคน
ละ 30 นาท ีถา้มสีองคน ก็แบง่ไทมก์ะพดู คนละอนั 
 
โอ ้ๆ  คะ่ เคยท ากนัสองคนดว้ยเหรอคะเนีย่ หนักมากเลยนะคะ อยา่งนีป้กตใิชเ้วลาเทา่ไหรใ่นการท าอี
พนีงึอะ่คะ 
ถา้ท าแบบเรง่ก็ประมาณ 2 อาทติยค์ะ่ ถา้ท าเรือ่ยๆ ก ็3 อาทติยค์ะ่ สว่นใหญจ่ะนัดสง่งานภายใน 7 วันคะ่ 
แตถ่า้บางคนมธีรุะกเ็ลทได ้สว่นใหญไ่มเ่กนิ 15 วันคะ่ ถา้ไมว่า่งจรงิๆ ก็แบง่ใหค้นอืน่ท าคะ่ 
 
โอ ้อนันีค้อืก าหนดกนัตัง้แตเ่ริม่ตัง้กลุม่เลยใชม่ัย้คะ 
ใชค่ะ่ 
 
อยา่งนีพ้วกสซีบักบัฟอนตข์องแท๊กกต็ัง้ไวก้อ่นใน Aegisub ดว้ยใชม่ัย้คะ 
ใชค่ะ่ 
 
ออ้ คา่ อยา่งนีป้กตคิณุนิง้แบง่เวลาระหวา่งท างานกบัท าซบัหรอืดเูพจยงัไงเหรอคะ เพราะเราเห็นวา่กลุม่ 
Ninky มบีล็อกดว้ยใชม่ัย้คะ 
ใชค่ะ่ บล๊อกเกา่คะ่ ตัง้แตส่มยัยงัไมม่เีพจ เอาไวเ้กบ็งานคะ่ แตต่ัง้แต ่sbs เก็บคราวนัน้ก็ลงในบล๊อกเป็น
หลกัคะ่ ในเพจเอาไวอ้พัเดทขา่วสารไรงีค้ะ่ 
 
ออ้ แลว้คณุนิง้เป็นคนอพัเดททัง้เพจทัง้บล็อกเลยรเึปลา่คะ หรอืวา่ชว่ยๆ กนัในกลุม่หลกั 
เพจชว่ยๆ กนัคะ่ บลอ๊กนิง้ท าคะ่ 
 
ออ้ อยา่งนีเ้คยเหนือ่ยบา้งมัย้คะ เพราะท าซบัท ีอพัเดตทบีางทกี็ใชเ้วลาพอสมควรเลย หรอืเคยคดิอยาก
เลกิบา้งมัย้คะ ยิง่ตอนโดนเก็บคราวนัน้ เราเห็นบางกลุม่ก็เลกิท าไปเหมอืนกนั 
นิง้ก็หายไปนานนะคะ 555+ จรงิๆ หลังๆ มานี ่ท าเฉพาะตอนทีช่อบอา่คะ่ วา่งมเีวลาท ากท็ าตามใจ ดอง
ไว ้ปีนงึแจกยงัมเีลยคะ่ 
 
555555 อืม้ๆ คะ่ คอื เอาตอนทีเ่ราวา่งกบัมตีอนทีเ่ราชอบก็ท าใชม่ัย้คะ 
ใชค่ะ่ หลังๆ มา ท างานแลว้ไงคะ เวลาวา่งไมเ่หมอืนตอนเรยีน บางทกีลบับา้นมาเปิดคอมกเ็ลอืกดซูรีีย่ ์
มากกวา่ท าซบัคะ่ 
 
555555 อนันีเ้ห็นดว้ยอยา่งแรงคะ่ ดซูรียีน์ีช่ว่ยผอ่นคลายไดส้ดุๆ เลยคะ่ เราตอ้งดทูกุวัน 555 
ใชค่ะ่ ตอนนีก้ าลังตดิ Mark กบั ผสีาว คะ่ 
 
ออ้ๆ ออิ ิเราก็ดผูสีาวคา่าา ไมด่ ูscholar เหรอคะ มารก์สจ์ะจบแลว้นคิะ 
ดคูะ่ แตร่อดจูากเพจ kr.subthai คะ่ พอดชีอบเพจนีแ้ปลคะ่ เลยตัง้ใจรอไมด่จูากทมีอืน่ แหะๆ scholar 
เหมอืน ซรีีย่แ์ปดจะท ารเึปลา่คะ เราไมด่บูา้นนีอ้ะ่ ไมช่อบแอดมนิเป็นการสว่นตัว 555+ 
 
โอ ้ๆ  คะ่ แสดงวา่ปกตดิจูากซบัไทยใชม่ัย้คะ รวมถงึรายการรันนิง่ดว้ยรเึปลา่คะ ปกตเิราดจูากซบัอิ๊งอะ่คะ่ 
แหะแหะ 
ใชค่ะ่ ดซูบัไทยเป็นหลักคะ่ พากยไ์ทยไมค่อ่ยดคูะ่ แปลชอบเปิดใหแ้มด่ ูออ๋ ซบัอิ๊งคด์เูฉพาะเวลาทีห่า
ซบัไทยไมไ่ดค้ะ่ 
 
อืม้ๆ คะ่ เราด ูkodhit อะ่คะ่ เราไมเ่ห็นซบัไทย scholar เลยดจูากซบัอิ๊งน่ะคะ่ 
อยา่ง 1 Night 2 Days หาซบัไทยไมไ่ดก้ด็ซูบัอิ๊งคค์ะ่ 
 
อืม้ๆ เรากช็อบรายการนีเ้หมอืนกนัอะ่คะ่ 
แนะน าเพจนีค้ะ่ แปลดมีากกกกกกกก https://www.facebook.com/KR.SUBTHAI?fref=ts ตามมา
ตัง้แต ่miseng คะ่ แปลดมีาก เว็บอืน่แปลไมรู่เ้รือ่งเลย 
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ถา้รันนิง่แมนชอบบา้นพีท่ราย CryStaL Sand คะ่ ตอนเริม่ท าซบัเรยีนจากพีท่รายนีแ่หละ่คะ่ เดีย๋วนีพ้ี่
ทรายไมท่ าแลว้ 
 
โอ ้ใชค่ะ่ Crystal Sand นีท่ าเป็นกลุม่แรกๆ เลย 
ใชค่า่ 
 
ทีเ่รยีน คอื ขอค าปรกึษาใชม่ัย้คะ 
ใชค่ะ่ วธิแีตง่ซบัอะไรพวกนีค้ะ่ เทคนคิท าซบัสองส ีท าซบัเลือ่น เซตสไตล ์อะไรพวกนีอ้า่คะ่ 
 
โอ ้คา่าา อยา่งนีก้ป็รกึษากนัทางเฟสเหมอืนกนัใชม่ัย้คะ 
ใชค่า่ บา้นซบัทีท่ าแรกๆ จรงิๆ รูจั้กกนัเกอืบหมดคะ่ มแีตบ่า้นทีม่าหลังๆอา่คะ่ทีไ่มไ่ดส้นทิกนั 
อยา่งนิง้จะสนทิกบัพีท่ราย พีต่อ้ Yuttana นอ้งเอีย่ว Aiewza อา่คะ่ กลุม่นีค้อืรูจ้ักกนัมานานแลว้ เห็นท า
เว็บกนัมาตัง้แตแ่รกๆ ประมาณเนีย่คะ่ 
 
อืม้ๆ ดจีังคะ่ เดีย๋วนีม้กีลุม่ใหม่ๆ  มาเยอะมาก 
ใชค่ะ่ มาเยอะจนบางทกี็ตามไมห่มด ท าไวดว้ยคะ่ สามวันเสร็จ เอาเวลาไหนไปนอน >< 
 
555 จรงิคะ่ เรายงัสงสยัวา่ท ากนัไดย้งัไง 
เราท าแบบนัน้ไมไ่ดค้ะ่ เพราะเราท างาน เคยแบบป่ันกนัสดุชวีติ ซบัอิ๊งคอ์อกวันจันทร ์ท าเสร็จวันอาทติย ์
เหนือ่ยมากคะ่ รูส้กึจะอพี ี114 ตัง้แตนั่น้เลยคยุกนัวา่ไมเ่อาแลว้ละ่ เหนือ่ยเกนิไป คนในทมีสว่นใหญจ่ะ
ท างานแลว้คะ่ เวลาท าซบัคอืชว่งดกึๆ คะ่ 
 
อืม้ๆ คะ่ แลว้กลับจากงานมากห็มดแรงแลว้ดว้ย มาน่ังท าซบัตอ่นีนั่บถอืจรงิๆ คะ่ เราเพิง่เห็นดว้ยวา่บาง
บา้นทีอ่พัซบัลงเว็บโดนเก็บไป คณุนิง้ไดข้า่วบา้งมัย้คะ 
ไดข้า่วคะ่ นิง้ไมไ่ดล้งเฟสบุค๊เลยคะ่ ตัง้ตอนทีโ่ดนเก็บคราวนัน้ ลงแต ่vimeo กบั G+ คะ่ แต ่vimeo พึง่
โดนเกบ็ไปคะ่ เหลอืแต ่G+ กะ เดลีโ่มชัน่ 
ปกตนิิง้อพัทิง้ไวห้ลายอนัคะ่ เอาไวเ้ป็นตัวเลอืก ตอนทีโ่ดนคราวทีแ่ลว้เลยไมก่ระทบมากนัก เพราะไมไ่ด ้
โดนหมดคะ่ 
 
โอ ้คะ่ แตค่ราวนีแ้ปลก เราเชค็ดบูา้นทีอ่พัลงเฟสเหมอืนจะยงัอยู ่แตบ่า้นทีอ่พัลงเว็บหายไปหมด 
จรงิๆ เราวา่มนัน่าจะเกีย่วกบั adf คะ่ เพราะเหมอืน adf บางทกีส็ุม่ๆ ตรวจอา่คะ่ พอเจอคลกิเยอะๆ เลย
ตรวจสอบ 
 
ออ่ อยา่งนีน้ีเ่อง เรากส็งสยั อยา่งนีค้ดิยงัไงกบัเรือ่งทีซ่บัถกูลบบา้งคะ 
ก็เสยีดายคะ่ แตเ่สยีใจแทนคนท า เพราะกวา่จะท า กวา่จะอพั มานานมากคะ่ แลว้หายทเีดยีวหมดเลย 
คงมนีอยสค์ะ่ 
 
อมื จรงิคะ่ อพีนีงึกใ็ชเ้วลาท านานมากๆ แลว้คดิยงัไงกบัพวกขายแฟนซบับา้งคะ 
ถา้ท าเอง ขายเองก็เฉยๆ คะ่ แตถ่า้ไปเอาของคนอืน่มาขายไมช่อบเลยคะ่ รูส้กึเหมอืนเคา้เอาไปหาเงนิ
เขา้กระเป๋าตัวเองคะ่ เพราะเจตนาคอืเราท าเพือ่ใหค้นทีอ่ยากดดูกูนัฟรีๆ  เพือ่พัฒนาทักษะทางภาษาแลว้
ก็ดเูพือ่ความบนัเทงิคะ่ 
จรงิๆ การท าเว็บจะมองในแงก่ฏหมายมนัก็ผดินะคะ แตม่นัมชีอ่งวา่งอยูต่รงที ่ถา้ท าใหด้เูฉพาะกลุม่ไมไ่ด ้
น าไปหารายได ้ไมผ่ดิคะ่ แตถ่า้ท าไปหารายไดอ้นันีผ้ดิลขิสทิธิค์ะ่ ถา้มกีารฟ้องขึน้มา พวกทีเ่อาไปขาย
จะโดนไมเ่ทา่คนท าคะ่ 
 
อืม้ คะ่ อยา่งนีอ้ะไรเป็นก าลงัใจใหท้ าเพจหรอืท าซบัตอ่คะ 
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พวกเพือ่นๆ คะ่ บอกวา่อยากใหเ้ราท าอกี ดเูขา้ใจขึน้เยอะ บางอนัก็ไมแ่จกในเพจคะ่ แจกในเฟสให ้
เพือ่นๆ ดแูทน 
 




อืม้ คะ่ คดิวา่อะไรทีย่ากทีส่ดุในการแปลซบัคะ 
เพลงคะ่ บางเพลงไมเ่คยฟังมากอ่น แปลๆไปแลว้รูส้กึแปลกๆ 
 






โอ ่ถา้ท าซบัไดร้ะดับนีแ้ลว้กถ็อืวา่ประสบการณ์เยอะแลว้นะคะ คดิวา่จะยงัท าซบัตอ่ไปเรือ่ยๆ มัย้คะ 
คงเรือ่ยๆ คะ่ แตค่งไมไ่ดท้ าเร็วเหมอืนเดมิ เพราะดว้ยอะไรหลายๆ อยา่ง หายไปนานๆ กด็นีะคะ คดัคน
ไดเ้ยอะเลย แตก่อ่นคนเยอะๆ มดีรามา่เกอืบทกุวัน เดีย๋วนีค้นนอ้ย เหลอืแตค่นทีต่ามจรงิๆ 
 
5555 อืม้ คะ่ ยิง่ชว่งทีโ่ดนเก็บนี ่ดรามา่เยอะเลยใชม่ัย้คะ 
ใชค่ะ่ 
 
มแีบบไหนบา้งคะเนีย่ แลว้จดัการยงัไง คดิแลว้ปวดหวัแทนคะ่ 
ก็แบบเกรยีนๆ อะ่คะ่ ทวงซบั เรง่ซบั เทยีบเรากบับา้นอืน่ประมาณบา้นนัน้เสร็จแลว้นะ บา้นนีท้ าไมยงัไม ่
เสร็จ (กรณีทีต่อนมนัตอ่กนัอะ่คะ่) แตก่อ่นมแีปลขา่วดว้ยอา่คะ่ พอลงขา่ววงทีไ่มถ่กูใจก็มาเมนทด์รามา่
คะ่ ทีเ่ยอะสดุๆ ตอนขา่วไอยกูะอนึฮยอกอา่คะ่ อนันัน้ดรามา่ทีส่ดุตัง้แตล่งขา่วมาเลย 
 
อมื เรือ่งทวงซบันีเ่รากไ็มเ่ห็นดว้ยนะคะ โอ ้ตอนขา่วนัน้มดีรามา่กนัดว้ยเหรอคะเนีย่ ตอนนัน้จัดการยงัไง
อะ่คะ 
ก็ใหเ้ตอืนคะ่ แลว้ก็ซอ่นโพสทีด่รามา่ ถา้ยงัไมห่ยดุก็แบนเลยคะ่ เพราะเราประกาศเป็นกลางอะ่คะ่ ชมได ้
แตห่า้มมาดรามา่ ศลิปินใคร ใครก็รักคะ่ 
 
อืม้ จรงิคะ่ โอ ้จะเทีย่งคนืแลว้ใชม่ัย้คะเนีย่ ขอบคณุมากๆ เลยนะคะทีใ่หส้มัภาษณ์ 
คา่ ทีนู่น้คงจะเชา้แลว้แน่ๆ เลย ขอโทษนะคะทีใ่หร้อ 
 
มา่ยเลยคา่ ทีน่ีห่า่งจากไทย 6 ชัว่โมงคะ่ ตอนนีห้กโมงเย็นพอด ีคณุนิง้สคิะ เลยตอ้งนอนดกึเลย อยา่งนี้






โอ ้ขอบคณุมากๆ เลยคา่  
ขอค าถามสดุทา้ยไดม้ัย้คะ คดิวา่การท าแฟนซบัท าใหเ้ราไดอ้ะไรบา้งคะ หมายถงึประโยชนท์ีไ่ดจ้าก
แฟนซบัน่ะคะ่ 
รูส้กึวา่ภาษาดขีึน้คะ่ แตก่อ่นตอ้งเปิดดกิแทบทกุค า หลังๆ มา ไมต่อ้งเปิดก็แปลออกคะ่  
แนะน าใหล้องไปถามบา้นทวิลปิสน์ะคะ น่าจะมคีนสะดวกใหส้มัภาษณ์อยูค่ะ่ พอดคีนในทมีไมส่ะดวกคะ่ 
 





สวัสดคีะ่ ช ือ่เปานะคะ พอดตีอนนีก้ าลังท าวจิัย ป.เอกทีม่หาลัย Dublin City University ทีไ่อรแ์ลนด ์
เรือ่งการแปลโดยกลุม่แฟน ซ ึง่เจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะเป็นแฟนรายการนีค้ะ่ ^^) พอดี
เห็นเครดติขึน้ตอนดซูบัไทยรันนิง่แมนของ Hallyu K+ Girls วา่ไดแ้ปลรายการนี ้เลยอยากรบกวนถามวา่
ถา้จะขอสมัภาษณ์ทาง Skype หรอืแชตผา่นเฟสก็ไดค้ะ่ ไมท่ราบวา่จะสะดวกไหมคะ ค าถามจะเกีย่วกบั
เรือ่งประสบการณ์การท าแฟนซบัแลว้กค็วามคดิเห็นทั่วๆ ไปกบัการท าแฟนซบัและเป็นแฟนรายการคะ่ 
ขอโทษดว้ยนะคะทีร่บกวน แลว้ก็ขอบคณุมากๆ คะ่ 
 
สะดวกเป็นแชทคา่ ยนิดคีา่ๆ ขอโทษทีต่อบชา้คะ่ 
 
โอ ้ขอบคณุมากนะคา้ ไมท่ราบวา่อาทติยห์นา้สะดวกมัย้คะ วันไหนกไ็ดค้ะ่ แลว้จะสะดวกชว่งเวลาไหนดี
คะ ^ ^ 
อาทติยห์นา้วันพธุไดค้ะ่ เย็นๆไดค้ะ่ หรอืเสารอ์าทติยน์ีก้็เย็นๆไดต้ลอดคะ่ 
 


















สมัภาษณ์นานมัย้คะ ถา้เป็นมดืๆ ไดม้ัย้เอย่ 
 
 
คงนานเหมอืนกนันะคะ ไดเ้ลยคา่า หรอืถา้ไมส่ะดวกจะเป็นวันพธุหรอืพรุง่นีก้็ไดน้ะคะ 


















ตอนแรกเคยแปลใหอ้กีเพจคะ่ ดว้ยการทีเ่คยเรยีนภาษาเกาหลมีาเลยอยากใช ้เพราะถา้ไมใ่ชก้จ็ะลมื 
แลว้กเ็ริม่มาเปิดเพจตัวเอง พอเปิดเพจตวัเองก็มเีพจอืน่ๆมาขอใหไ้ปชว่ยแปลบา้ง มชีว่งนงึทีห่ายไปจาก
การท าซบัเพราะเวลาอะไรงีด้ว้ยคะ่ 










ออ้ คา่ อยา่งนีเ้คยแปลรายการอะไรมาบา้งแลว้เหรอคะ 
ถา้คลปิสัน้ๆ ทีไ่มค่อ่ยมซีบัอิง้ก็จะแปลโดยตรง ถา้คลปิยาวสว่นมากก็จะหาซบัอิง้คะ่ 
 
โอ่ๆ  คา่ 
ตอนนีท้ีแ่ปลก็ม ีrunningman คะ่ ทีแ่ปลมาเยอะสดุ ม ีwe got married ม ีคลปิสัน้ infinite challenge 
แลว้ก็พวก แฝดสาม 
 
โอ ้ๆ  คะ่ เรากช็อบแฝดสามคา่ ^^ ถา้ตอนแปล runningman นีจ่ะแปลจากซบัอิ๊งใชม่ัย้คะ 
คา่ ใชค่ะ่ 
 
บางทเีวลาซบัอิ๊งไมแ่ปลตวัซบัลอยมา จะแปลจากเกาหลไีดเ้ลยมัย้คะ หรอืวา่เปิดดกิดว้ย หรอืจะยดึตาม
ซบัอิ๊งแลว้ขา้มไปเลยคะ 
ก็ถา้ท าของเพจตัวเองก็จะแปลทัง้หมดคะ่ มเีปิดดกิบา้ง แตถ่า้เป็นเพจใหญท่ีอ่พัซบัเร็วๆ เคา้ก็อาจจะไม่
คอ่ยไดส้นใจเรือ่งตวัเดง้มาก กอ็าจจะขา้มๆคะ่ เนน้ความเร็วมากกวา่ ยดึตามซบัอิง้ 
 
อืม้ๆ คา่า ปกตทิีแ่ปลใหเ้พจใหญจ่ะใชเ้วลาแปลเทา่ไหรเ่หรอคะ เพราะเราเคยดแูลว้เคา้อพัเร็วมากๆ ยก
นิว้ใหเ้ลยคะ่ 
เคา้จะแบง่แปลกนัเป็นพารท์ๆนะคะ กค็อื พารท์นงึประมาณ 500 บรรทัด ใชเ้วลาประมาณ 2-3 ชัว่โมงตอ่
พารท์คะ่ 
 
อยา่งนีเ้วลาคณุ Tarn แปลตอนนงึจะแปลกีพ่ารท์เหรอคะ 
ถา้เวลาเยอะก ็2 คะ่ ไมเ่กนินัน้ เพราะทมีซบัจะมหีลายคนคะ่ 
 
พอจะรูม้ัย้คะ วา่ในกลุม่แบง่งานกนัยงัไงน่ะคะ่ แลว้มปีระมาณกีค่น เพราะท าไดไ้วมาก 
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จะมคีนทีไ่ทมม์ ิง่คะ่ ไมแ่น่ใจวา่ทัง้หมดกีค่น เพราะไทมม์ิง่จะใชเ้วลานานสดุ แปลก็น่าจะเยอะอยูน่ะคะ 
55555 อนันีไ้มแ่น่ใจ 
 
555 คา่า อยา่งนีพ้อแปลครัง้นงึ กลุม่ก็จะตดิตอ่มาใหแ้ปลใหเ้หรอคะ แลว้แปลใสโ่ปรแกรมอะไรรเึปลา่คะ 
ใชค่ะ่ กจ็ะแจกไฟลซ์บักนัเป็นตารางๆ วา่มาเมือ่ไหร ่แลว้แตร่ายการคะ่ 
ใชa้egisubแปลคะ่ 
 






สดุยอดเลยคะ่ ท าเหมอืนมอือาชพีเลย อยา่งนีเ้คยพดูคยุกบัคนในกลุม่บา้งมัย้คะ 
ของตาลไมค่อ่ยมคีา่ ถา้ทมีเล็กๆ บางทกี็มบีา้ง 
 
ออ่ คา่ หมายถงึกลุม่ใหญอ่ยา่ง Hallyu จะตดิตอ่แคต่อนแจกงานรเึปลา่คะ 
คา่ ใชค่ะ่ คอืตาลไมไ่ดเ้ป็นทมีหลักของเคา้ดว้ยคะ่ เลยอาจจะไมม่กีารตดิตอ่สว่นตวับอ่ยๆ 
 
อมืๆ คา่ อยา่งนีเ้ริม่มาแปลไดย้งัไงคะเนีย่ หมายถงึอะไรเป็นแรงจงูใจใหต้ดิตอ่กลุม่มาสมคัรแปลน่ะคะ่ 
ก็อยา่งทีบ่อกคะ่วา่อยากใชภ้าษาเกาหล ีก็แบบภมูใิจดว้ยคะ่ มซีบัทีต่วัเองแปลเองใหค้นอืน่ด5ู55 
 
อืม้ๆ คา่า มชีอบรายการเกาหลเีป็นพเิศษมัย้คะ หรอืวา่อยากฝึกภาษาอยา่งเดยีว 
 ก็ชอบทัว่ๆไปนะคะ รันนิง่แมน ซรีีส่ ์อะไรพวกนี ้ดไูดเ้กอืบหมดเลยคะ่ 
 
อืม้ คา่ ตอนแรกมแีรงจงูใจอะไรในการเรยีนภาษาเกาหลเีหรอคะ พอจะถามไดม้ัย้คะวา่เรยีนเกาหลมีากีปี่
แลว้น่ะคะ่ 













กลุม่ Hallyu จะเป็นอยา่งเดยีวกนัรเึปลา่ 
 ก็อยา่งทีบ่อกวา่ไมไ่ดเ้ป็นคนท าซบัหลกัเลยอาจจะไมไ่ดอ้ยูใ่นนัน้ เคา้อาจจะมคีะ่ 
 
ออ่ๆ คา่า แลว้ตอนแปลเคา้มกีฎอะไรก าหนดไวม้ัย้คะ เชน่ การสะกดชือ่สมาชกิในรายการอะไรแบบนีน่้ะ
คะ่ หรอืวา่แปลไดฟ้รสีไตลเ์ลย 
ก็จะมคี าแทนตวัเอง ตอ้งดตูามอาย ุบางค ากใ็หค้งเกาหลไีว ้อยา่งพวก อปป้า ฮยอง พวกนัน้คะ่ 
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คา่า แลว้ตอนนีเ้ราเห็นวา่ทางกลุม่โดนลบไฟลไ์ป กบัจะปิดบล็อกชัว่คราว อยา่งนีค้ณุ Tarn มผีลกระทบ
อะไรมัย้คะ หมายถงึวา่จะหยดุแปลชัว่คราวรเึปลา่ หรอืวา่แปลตามปกต ิ
อนันัน้ก็ตอ้งแลว้แตท่างเพจจะตัดสนิใจคา่ เพราะแคแ่ปลเฉยๆ 
 
อืม้ๆ คะ่ แลว้รูส้กึยงัไงกบัทีไ่ฟลโ์ดนลบไปคะเนีย่ เพราะเรากอ็ตุสา่หแ์ปล 
โดนลบก็อพัใหมไ่ดค้า่ สปิรติคนท าซบัอยูแ่ลว้ 555555 เพราะปัญหาแบบนีม้าบอ่ยๆ คะ่ ส าหรับคนท า
ซบั 
 
น่านสคิะ แตสู่สู้ค้ะ่ 5555 อยา่งนีช้อบท างานกบักลุม่ใหญ ่หรอืวา่แปลคลปิสัน้ๆ เองมากกวา่กนัอะ่คะ 
แลว้ตอนแปลคลปิสัน้ๆ นีท่ าเองคนเดยีวทัง้หมดเลยมัย้คะ 
ท างานกบักลุม่ใหญ่ๆ  งา่ยกวา่คะ่ อะไรๆ ก็พรอ้มกวา่ 
เคยโหลดไฟลม์าท าเอง สรปุวา่ลงแลว้โดนลบเพราะไฟลต์ดิลขิสทิธิ ์กวา่จะท าไทมม์ิง่ก็นานอกีคะ่ ถา้
คลปิทีล่งใหเ้พจกท็ าเองคะ่ 
 
โอค่า่ น่ันสคิะ ไทมม์ิง่นีใ่ชเ้วลาสดุๆ อยา่งนีเ้รยีนวธิใีช ้Aegisub หรอืพวกไทมม์ิง่มาจากไหนเหรอคะ 
หาตามเว็บเอาคะ่ ไมย่ากก มวีธิสีอนเยอะ 
 
โอ ่คา่า คดิวา่อะไรยากทีส่ดุในการแปลซบัคะ 
น่าจะเป็นเลอืกค าใหเ้ขา้ใจงา่ยทีส่ดุคะ่ 
 
อืม้ คะ่ คดิอยากจะเป็นนักแปลอาชพีบา้งรเึปลา่คะ 
ถา้มโีอกาสก็น่าสนใจคะ่ 
 
คา่า แตต่อนนีค้ดิจะท าซบัไปเรือ่ยๆ ใชม่ัย้คะ ยงัไมเ่บือ่นะ 5555 
ยงัคา่ 555 
 
อืม้ๆ ดแีลว้คา่ ถามอกีหน่อยไดม้ัย้คะ อยา่งนีจ้ะใชเ้วลาชว่งไหนแปลซบัเหรอคะ ยิง่ถา้ท าคลปิสัน้ๆ ที่
ตอ้งท าเองทัง้หมดดว้ยน่ะคะ่ น่าจะใชเ้วลาหลายชัว่โมงเลยใชร่เึปลา่คะ 
ก็ เสารอ์าทติยห์รอืชว่งบา่ย ทีว่า่งจากเรยีนคะ่ 
 
อืม้ๆ คา่ แลว้เพจทีท่ าเองตอนนีก้็ดแูลคนเดยีวเลยใชม่ัย้คะ 
ใชค่า่ เลยไมค่อ่ยไดอ้พัเทา่ไหร5่5555 
 




อยา่งนีน้อกจากฝึกภาษาแลว้ คดิวา่การท าซบัหรอืท าเพจมปีระโยชนอ์ะไรอกีบา้งมัย้คะ 
ก็ไดป้ระสบการณ์คะ่ มนัเป็นอะไรใหม่ๆ  ทีไ่ดเ้รยีนรู ้ไดรู้จ้ักคนใหม่ๆ  ดว้ยคะ่ 
 อืม้ๆ คา่า อยา่งนีก้็มคีนตดิตามผลงานเยอะเลยใชม่ัย้คะ ออิ ิ
ไมค่อ่ยหรอกคา่ 555 ยงัเริม่ตน้ 
 
คอ่ยๆ ท าไปคนก็จะรูจั้กขึน้คา่ คดิวา่ก าลังใจจากคนตดิตามผลงานเราชว่ยไดเ้ยอะมัย้คะ  
แลว้ทีแ่ปลให ้Hallyu ดว้ยคา่ 
ก็ไดเ้ยอะ ไลคเ์ยอะ ผลตอบรับเยอะ ค าขอบคณุเยอะกท็ าใหเ้ราอยากท ามากขึน้นะคะ 
 
อืม้คะ่ แลว้คดิยงัไงกบัคนทีเ่อาแฟนซบัไปขายคะ 
ก็ถอืวา่แยค่ะ่ 5555555 แตเ่ราก็ท าอะไรเคา้ไมไ่ด ้ขึน้อยูก่บัจติส านกึนะคะ 
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สวัสดคีะ่ ช ือ่เปานะคะ พอดตีอนนีก้ าลังท าวจิัย ป.เอกทีม่หาลัย Dublin City University ทีไ่อรแ์ลนด ์
เรือ่งการแปลโดยกลุม่แฟน ซ ึง่เจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะเป็นแฟนรายการนีค้ะ่ ^^) พอดี
เพิง่สมัภาษณ์ตาลจากเพจ Daily Korean by TARN ไป แลว้ตาลก็แนะน าเพจนีม้าน่ะคะ่ เลยอยาก
รบกวนถามวา่ถา้จะขอสมัภาษณ์ทาง Skype หรอืแชตผา่นเฟสก็ไดค้ะ่ ไมท่ราบวา่จะสะดวกไหมคะ 
ค าถามจะเกีย่วกบัเรือ่งประสบการณ์การท าแฟนซบัแลว้ก็ความคดิเห็นทั่วๆ ไปกบัการท าแฟนซบัและเป็น
แฟนรายการคะ่ ขอโทษดว้ยนะคะทีร่บกวน แลว้ก็ขอบคณุมากๆ คะ่ 
 
ไดค้ะ่ ยนิดคีะ่ ไมร่บกวนเลยคะ่ เพยีงแตว่า่ skype อาจจะไมส่ะดวกคะ่ เพราะวา่ เครือ่งทีบ่า้นไมไ่ดล้ง 
skype ไวค้ะ่ ลงแตท่ีอ่อฟฟิต เฟสบคุ หรอืไลน ์เป็นโทร หรอืขอ้ความ หรอือเีมลล ์กไ็ดค้ะ่ 
 
ขอบคณุมากนะคะ เป็นขอ้ความทางเฟสก็ไดค้ะ่ ไมท่ราบวา่จะสะดวกวันไหนคะ กบัชว่งเวลาไหนด ีจะ
เป็นสปัดาหห์นา้กไ็ดค้ะ่ 
สะดวกคะ่ คณุเปาวา่งก็แชทมาถามไดเ้ลยคะ่ ยนิดคีะ่ ชือ่แพมนะคะ แพมจะไมค่อ่ยสะดวกแคต่อนเชา้ๆ
คะ่ สว่นมากมปีระชมุ แตถ่า้เย็นๆหลัง 18 น.ไปแลว้กส็ะดวกไดท้กุวันคะ่ ยกเวันวันศ เรยีนเกาหลคีะ่ 
 
โอ ้เรยีนเกาหลอียูด่ว้ยเหรอคะเนีย่ ขอบคณุคา่ งัน้เราขอเป็นวันองัคารเย็นๆ ไดม้ัย้คะ 
ไดค้ะ่ เกง่จังคะ่เรยีนป.เอก ทีไ่อรแ์ลนด ์
 
5555 คา่ หนักอยูเ่หมอืนกนัคะ่ หรอืจะสมัภาษณ์ตอนนี ้คณุแพมจะสะดวกมัย้คะ จะกวนรเึปลา่ หรอืวา่จะ
เป็นวันองัคารเหมอืนเดมิก็ไดค้ะ่ 
ไดค้ะ่ คยุไดเ้ลยคะ่เพิง่เสร็จภารกจิโพสคลปิพอดคีะ่ 5555 ไมก่วนคะ่ ยนิดดีว้ยซ ้าคะ่ 
 
5555 เราเพิง่ดไูปคะ่ เราก็ชอบดรูายการนีเ้หมอืนกนัคา่ 





เปิดไฟล ์· ดาวนโ์หลด 











I. ชือ่งานวจัิย ชือ่งานวจัิย: ความคดิสรา้งสรรคข์องการแปลซบัไตเติล้โดยกลุม่
แฟนในประเทศไทย: กรณีศกึษาของรายการโทรทศัน ์“รันนิง่แมน” หน่วยงาน: 
School of Applied Language and Intercultural Studies, Dublin City University ผูว้จิัย: ธาร




ท าวจัิยตอ้งเอาไปแปลองิคอ์กีทสีคิะเนีย่ ..ตอนแพมเรยีนโท ทีบ่อสตันก็ งีเ้ลยคะ่ แตม่ัว่เองก็เยอะ 
5555555555 เจอเควสชัน่แนรเ์ยอะๆ มนึ 
 
ชา่ยเลยคะ่ เรามสีมัภาษณ์กบัท าเซอรเ์วยด์ว้ยน่ะคะ่ ตอ้งแปลเป็นอิ๊งหมดเลย 
ผูว้จัิยไดรั้บทนุสนับสนุนเพือ่ศกึษาตอ่ในระดับปรญิญาเอกจากมหาวทิยาลัยเชยีงใหม ่-- -โอย๊เกง่จัง 
โปรดระบชุือ่ทีใ่ชใ้นการเป็นนักแปลอสิระ -- อนันีใ้สน่ามปากกาหรอืวา่ใสช่ือ่นามสกลุจรงิคะ 
 
ใสน่ามปากกาเลยคะ่ เพราะจะไมใ่สช่ ือ่จรงิลงในงานวจัิยเลยคา่ 
ใสช่ือ่เพจไปนะคะ แลว้สง่แบบฟอรม์กลับไปเรยีบรอ้ยแลว้คะ่ 
 








ออ้ๆ หมายถงึท าไมถงึตัดสนิใจมาท าซบัไดน่้ะคะ่ 
พอดวีา่ ชอบดซูรีสีเ์กาหล ีแลว้กช็อบ แทฮนัมนิกกุมนัเซ มโีอกาสกเ็ลยไปเรยีนภาษาเกาหลคีะ่ กอ่นนี้
เป็นแอดมนิเพจ ดาราเกาหลอียูค่ะ่ มาท าเพจ แทฮนัมนิกกุมนัเซ กเ็ลยอยากท าซบัดว้ย 
 
โอ ้คา่ ชอบคนไหนอยูค่ะเนีย่ ออิ ิ
ชอบ จางฮยอก กบันชิคณุคะ่ 5555 
 
อืม้ คะ่ ตัง้เพจแทฮนัมนิกกุมนัเซมาไดน้านเทา่ไหรแ่ลว้เหรอคะ 
3 เดอืนกวา่คะ่ เปิดเพจ 5 เมษายน 
 
จางฮยอกจะรับเลน่ซรียีเ์รือ่งใหมแ่ลว้ใชม่ัย้คะ (ขอนอกเรือ่งนดินงึคะ่) 555 
ใชค่ะ่ หนัง ซากกึ the inn 
 
คา่ รอดูๆ  เปาชอบเรือ่ง Fated to love you อะ่คะ่  




ศกึษาจากกเูกลิลว้นๆคะ่ วา่ท าซบัตอ้งท ายงัไงบา้ง มคีนท าคลปิสอนไวใ้น ยทูปู คะ่ 
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เปาเคยลองท าซบัเหมอืนกนัคะ่ คอืนอกจากแปลแลว้ยงัตอ้งท าไทมม์ิง่ ฝังซบั ใชเ้วลาเยอะมากเลยอะ่คะ่ 
คอืมจีดุไหนทีท่ าใหต้ดัสนิใจวา่อยากท าซบัลงเพจคะ 
อยา่งนอ้งเปาจะรูว้า่ อยา่งซรีสีเ์กาหล ีซบัไทยจะออกไวมาก วันนีอ้อนแอรพืรงุนีม้ใีหด้ ูแตร่ายการวาไรตี ้
มคีนแปลนอ้ย และแปลชา้มาก ยิง่ถา้รอซบัองิค ์เป็นวคี 
 
อืม้ จรงิคะ่ อยา่ง Return of the Superman นีห่าซบัไทยดยูาก 
อยากท าซบัสัน้ๆ ใหเ้พือ่นๆ ทีอ่ยากรูไ้ฮไลทบ์างชว่งบางตอนไดส้นุก ไดห้ัวเราะไปกบัเด็กๆ เลยอยากท า 
cut sub สัน้ๆออกมาคะ่ เพราะไมม่เีพจไหนท าเลย 
 
ใชเ้วลาฝึกนานมัย้คะ 
ไมน่านคะ่ ก็หดัท าแลว้ก็โพสเลย แลว้ก็คอยไปด ูวา่เพจอืน่ทีเ่คา้ท าซบักนั ไมว่า่จะสามแสบหรอืรันนิง่
แมน เคา้ใช ้ฟ้อนประมาณไหนสวย แคปชัน่วางแบบไหนดดู ีก็แกไ้ขมาเรือ่ยๆคะ่ 
 
พีแ่พมตอ้งท าคนเดยีวเลยรเึปลา่คะ 
คะ่ ท าคนเดยีวเอฟเวอรีต่งิ จงิกาเบล 555555 
 
55555 สดุยอด ใชโ้ปรแกรมอะไรอยูเ่หรอคะ 
มนีอ้งตาลเคยมาชว่ยแปล 1 ตอน แตพ่ีเ่อามาท าไทมม์ิง่ตอ่ 
 
ออ่ๆ ไทมม์ิง่นีใ่ชเ้วลาสดุๆ เลยคะ่ 
โหลดไฟล ์- bittorrent ตัดไฟล-์ format factory ท าซบั - aegisub ฝังซบั-avirecom 
 
อยา่งนีต้อนแปลแปลลงไป aegisub เลยใชม่ัย้คะ 
ใชค่ะ่ คนแปลเทา่ทีค่ยุมาทกุคนเบือ่ timing 
 
จรงิคะ่ 
ตอนแปลแปลลงไป aegisub เลยใชม่ัย้คะ -ใชค่ะ่ 
 
ตอนพีแ่พมแปลแปลจากซบัอิ๊งรเึปลา่คะ หรอืวา่แปลจากเกาหลเีลย 
แปลจากเกาหลเีลยคะ่ เพราะถา้รอซบัองิคค์อื ประมาณ 1 สปัดาห ์
 
โอ ้อยา่งนีเ้รยีนเกาหลมีานานเทา่ไหรแ่ลว้เหรอคะเนีย่ 
อยา่งตอนของวันนี ้(อาทติย)์ ออกอากาศ พรุง่นีพ้ีก่็ออกซบัไทย (สัน้ๆ) ไปจนถงึวัน พฤ คะ่ คอ่ยๆท า ได ้
วันละนดิหน่อย จะไดต้อนละประมาณ 3-5 คัท  
เรยีนมา 8 เดอืนคะ่ แปลไปเปิดดกิไป 55555 
 
สดุยอดอะ่คะ่ 8 เดอืนแลว้แปลไดเ้นีย่ ซือ้ดกิเกาหลมีาไวเ้ลยใชม่ัย้คะ 
ดกิเกาหลเีพิง่ซือ้คะ่ กร๊ากกกกก นอ้งตาลแนะน ามา แตท่ีผ่า่นมาใชด้กิออนไลนค์ะ่ 
 
5555 คา่ ดกิออนไลนใ์ชเ้ว็บไหนเหรอคะ 
มบีา้งบางค าทีไ่มเ่ขา้ใจก็ถามอาจารยบ์า้ง หรอืวา่ถามเพอืนคนทีเ่รยีนเกาหลีเกง่กวา่เราเอาคะ่ 
 
แตถ่งึอยา่งนัน้ก็ตอ้งฟังออกอยูด่ ีถงึจะแปลได ้ยงัไงกส็ดุยอดอะ่คะ่ 
http://endic.naver.com/ 
naver แปลเป็นค าๆคะ่ มโนนอ้ยกวา่ กเูกลิทราน เยอะ 
 
โอ ้คา่า ทีเ่ป็นไลนแ์ลว้พมิพไ์ปใชม่ัย้คะ เปาไมเ่คยลองเลยคะ่ ความรูใ้หม่ๆ  




ดกิในไลน ์ก็มคีะ่ แตอ่าจจะไมเ่ปะ 
 
เพิง่คลกิไปดคูะ่ อืม้ๆ 
อยา่งนีพ้ีแ่พมกด็แูลเพจคนเดยีวเลยใชม้ัย้คะ ทัง้ท าคลปิ ตอบคอมเมนต ์เคยคดิอยากหาคนชว่ยมัย้คะ 
หรอืวา่ชอบท าคนเดยีวมากกวา่ 
5555 อยากหาคนชว่ยมากๆ คะ่ เพราะวา่ เหนือ่ยมาก 
 
น่านสคิะ 555 ปกตใิชเ้วลากบัเพจประมาณเทา่ไหรเ่หรอคะ 
ไมค่ดิวา่เปิดเพจแลว้ คนจะไลคเ์ยอะขนาดนีด้ว้ยคะ่ 3 เดอืนกบั 5.4 หมืน่ไลค ์กต็กใจอยูค่ะ่ 
 
อืม้ คา่า แฝดสามน่ารักมากกกอะ่คะ่ แลว้อยา่งทีพ่ีแ่พมบอก หาซบัดยูากดว้ย มพีีแ่พมเสยีสละท าใหด้ไูง
คะ ^ ^ 
ใชเ้วลาเยอะคะ่ในแตล่ะวัน น่าจะมวีันละ 2-3 ชม ต า่ๆ ไมเ่คยวัดเวลาทีแ่น่นอนเพราะวา่ แวบๆเขา้ๆออกๆ 
อูง้าน 5555 
 
5555 คา่ ผอ่นคลายไงคะ มอีะไรเป็นแรงจงูใจใหท้ าตอ่เหรอคะ 
55555 ผอ่นจน เดีย๋วนีไ้มไ่ดเ้งยหนา้ไปดซูรีสีเรือ่งไหนเลย แรงจงูใจคอื รักเด็กๆคะ่ เคา้น่ารักมาก รอ
คอยทีจ่ะดเูคา้ทกุๆวคี แลว้ท าเพจมา เพือ่นๆในเพจก็น่ารักมากๆคะ่ ไดม้ติรภาพทีด่ ี
 
อืม้ๆ คา่ เลยตอ้งเลือ่นการดซูรียีไ์ปกอ่นใชม่ัย้คะ 555 
อยา่งนีต้อนแปลจะพยายามแปลขอ้ความใหค้รบรเึปลา่คะ อยา่งพวกตัวเดง้ ทีข่ ึน้บอ่ยอยูเ่หมอืนกนั 
เลา่นอกเรือ่งนะคะ มลีกูเพจคนนงึ เขยีนมาคยุดว้ย แลว้เคา้แทนตัวเองวา่แม ่(อาย ุ65 ) คยุไปคยุมารูว้า่ 
พีค่นนี(้แม)่ เป็นมะเร็ง แลว้ก็น่ารักมาก เป็นแฟนคลับบกิแบง ตวัยง กลายเป็นวา่ทกุวันนีแ้มเ่ขยีนมาคยุ




โอ ้จรงิเหรอคะ ดจีังคะ่ แสดงวา่รายการนีม้คีนดหูลากหลายวัยมากเลยนะคะ ดจีังๆ ไดรู้จ้ักคนเยอะเลยรึ
เปลา่คะ ตัง้แตท่ าเพจ 
อยา่งพวกตวัเดง้ ทีข่ ึน้บอ่ยอยูเ่หมอืนกนั ---- คะ่ ยากตรงตัวเดง้นีแ่หละคะ่ บางทกีใ็ชค้ าทีเ่ราไมรู่ ้ค า
แสลง แปลงเลน่ค า แบบทีค่นเกาหลชีอบ 
ใชค่ะ่ มลีกูเพจหลายคนทีเ่ขยีนมาคยุ แลว้ก็มมีติรภาพทีด่ตีอ่กนั 
 
อมืๆ คะ่ อยา่งนีค้งตอ้งเลือ่นดซูรียีย์าวแลว้ละ่คะ่ 
55555 ก็บอกเพือ่นวา่ออกจากวงการซรีสีแ์ลว้คะ่ 
 
5555 คา่าา แตไ่มม่ลีกูเพจคนไหนทีเ่ป็นปัญหาอะไรใชม่ัย้คะ 
ยงัไมเ่คยเจอแบบทีต่อ้งแบน หรอืดลีทีขอ้ความทิง้เลยคะ่ ถา้ทีเ่คยเจอคอื เป็น newfan ทีจ่ะมาถามซ ้าๆ
วา่ อนันีอ้พีไีหน ดซูบัไทย(ตอนเกา่) ไดท้ีไ่หน ซบัไทยออกหรอืยงั 
 
อมื คะ่ อนันีเ้ปาพอจะเขา้ใจเลย 
 
แตล่กูเพจดีๆ  ก็เยอะใชม่ัย้คะ อยา่งนีน้อกจากคณุป้าแลว้ก็มคีนอืน่ๆ สง่ขอ้ความมาคยุดว้ยอกีใชม่ัย้คะ 
สว่นใหญจ่ะตดิตอ่กนัทางเฟสรเึปลา่คะ เคยมนัีดเจอกนัขา้งนอกบา้งมัย้คะ 
ใชค่ะ่ลกูเพจน่ารักมากๆคะ่ //ตดิตอ่กนัแตท่างเฟสคะ่ แตก่็มหีลายคนที ่พีส่ง่ของขวญัไปให ้เป็นกรอบรปู
เด็กๆ มลูคา่อาจจะไมไ่ดม้ากอะไร แตเ่ราใหเ้พราะวา่รูส้กึดีๆ ดว้ย 
 
 
โอ ้พีแ่พมท าเป็นกรอบรปูดว้ยเหรอคะ น่ารักจังคะ่ เปาวา่เพจพีแ่พนดใูกลช้ดิกนัดจัีงคะ่ เคยคดิจะจัดแฟน
มตีติง้มัย้คะ หรอืไปเกาหลตีามรอยสามแฝดน่ะคะ่ เปาเคยเห็นบางคนเคยไป 
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แฟนมติไมเ่คยเลยคะ่ // ตวัพีเ่องวา่จะไปตามรอยทีเ่กาหลเีร็วๆนีค้ะ่ ทีย่งัไมไ่ดไ้ปสกัทเีพราะวา่รอวันทีจ่ะ
ไดไ้ปนานๆอะ่คะ อยากไปสกั 10 วัน 
 
อืม้ๆ คา่ ตอ้งลางานอกีใชม่ัย้คะ 
แฟนซบับางรายการทัง้ซรียี ์กบัรายการทวีเีคยเจอปัญหาไฟลว์ดิโีอโดนลบน่ะคะ่ พีแ่พมคดิยงัไงกบัเรือ่ง
นีเ้หรอคะ (นอกเรือ่ง ตอนเปาดลูะอยากไปกนิบฟุเฟตท์ีแ่ฝดสามไปกนิจังคะ่) 
ท าใจคะ่ เพราะวา่เราตอ้งยอมรับวา่สิง่ทีเ่ราท าแมจ้ะไมไ่ดท่ าการคา้ หวังเงนิ เหมอืนเราไมไ่ดท้ าผดิอะไร 
แตม่นัคอืการทบัลขิสทิธิ ์หวงัเพยีงแต ่KBS MBC จะเขา้ใจเราบา้ง 5555555555555 
หมายถงึวา่อยา่ตามกวาดตามลา้งนักเลย 
 
อืม้ๆ จรงิคะ่ 55555 พีแ่พมคดิวา่ระหวา่งดแูลเพจกบัท าแฟนซบัอยา่งไหนยากกวา่กนัคะ 555 




เคยสมยัท าเพจเกาหลคีะ่ พวกพรวีวิ ซรีสี ์โดนลบแหลกลาญคะ่ MBC 
 
โอ ้ไมน่่าเชือ่ พรวีวิก็โดนเหรอคะเนีย่ 
พวก short cut แมไ้มม่ซีบัไทยก็โดนคะ่ เทา่ทีฟั่งๆเลา่มาคอื แลว้แตช่ว่งคะ่วา่ชอ่งเคา้ตามกวาดแคไ่หน 
 
อืม้ คะ่ ตอนนัน้ก็โดนลบจากเฟสเหรอคะ เปางงเลยคะ่วา่เคา้ตามลบไดย้งัไง 
พีโ่ดนบอ่ยมากคะ่ชว่งนงึ แตถ่า้ท าพวก MV ประกอบเพลง ภาษาองักฤษดังๆมานี ่ไมต่อ้งหว่งคะ่โดน
แน่นอน เคา้ดเีทค จากเสยีงคะ่ ... ยทูปูกด็ว้ยคะ่ 
 
แลว้ทีพ่ีแ่พมบอกวา่โดนแบนนีเ่ป็นยงัไงเหรอคะ อืม้ แลว้แปลกทีม่าเป็นชว่งๆ อยา่งทีพ่ีแ่พมบอกดว้ย 
ถา้เราโดนคอื มสีองแบบ 1. คอื โพสปุ๊ ป ลกูเพจไมท่ันไดเ้ห็น จะม ีป๊อปอพัขึน้มาบอกเลยคะ่วา่เราทับ
ลขิสทิธิ ์ใหเ้รากด ยอมรับ แลว้เราจะโดนแบนไป สามวันโดยประมาณ โพสคลปิไรไมไ่ดอ้กี โพสอกีก็จะ
มป๊ีอปอพับอกมาวา่ เราโพสไมไ่ดน้ะเพราะทีผ่า่นมาเราทับลขิสทิธิ ์
2. จู่ๆ คลปิหายไปจากเพจคะ่ อนันีจ้ะไมม่เีตอืนมา แคค่ลปิหายไปกบัสายลม 5555 
 
555 ชอบค าวา่หายไปกบัสายลมคะ่ เห็นภาพสดุๆ อยา่งนีพ้อเจอแบนหลังจากสามวนัก็จะโพสอะไรไมไ่ด ้
อกีแลว้อยา่งนัน้เหรอคะ 
โพสรปูไดค้ะ่ สเตตัสได ้แตค่ลปิไมไ่ด ้
 
โอ ่โหดมาก ตอนทีเ่จอตอนนัน้พีแ่พมท ายงัไงเหรอคะ หมายถงึเกบ็เพจนัน้ตอ่หรอืวา่เลกิไปเลยน่ะคะ่ 
คอืจะแคโ่พสไมไ่ดช้ัว่ครราวคะ่ วธิแีกไ้ขคอื 1. เราก็ไมโ่พสวดีโีอ จนกวา่จะไมโ่ดนแบน เพราะถา้ดันทรัุง
โพสอกี ก็โดนอกี 5555 2. สมคัร user อืน่เผือ่ไวแ้ลว้ตัง้เป็นแอดมนิไวค้ะ่ ไวเ้ผือ่ตอ้งโพสคลปิอีืน่ ใช ้
user อืน่โพสไดค้ะ่ 
 
ออ่ อยา่งนีถ้า้เป็นขอ้ 1 เราจะรูไ้ดย้งัไงเหรอคะวา่เคา้ไมแ่บนแลว้ 
มนัจะมาแบบนีค้ะ่ Facebook Copyright Notifications 
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เราจะรูไ้ดย้งัไงเหรอคะวา่เคา้ไมแ่บนแลว้ -- ลองโพสคลปิอะไรก็ไดค้ะ่ (ทีไ่มเ่สีย่งวา่จะโดนแบน) 
555555 มนัจะบอกเลยวา่เราโพสคลปิไหนกีโ่มง ถงึโดนแบน ขอ้หาอะไร 
 
โอว่วววว เห็นอยา่งนีแ้ลว้กเ็ซง็เหมอืนกนันะคะ 
ท าใจคะ่ 55555 นอ้งเปาเคยเห็น ในยทูปูทีบ่างคลปิเสยีงเพีย้นๆมะคะ พวกซรีสีเ์กาหล ีเคา้บดิเสยีงให ้
เพีย้นจากเสยีงปกต ิเพือ่หลกีหน ีการไลล่บคลปิคะ่ 
 
แตเ่พจพีแ่พมยงัโอเคใชม่ัย้คะ คอืเห็นแลว้กก็งัวลนดิๆ เฉยๆ คา่ 
พีก่็ตอบซะ หยงักะกรูดูา้นการทับลขิสทิธิ ์555555555 
 
อยา่งเพจนีพ้ีแ่พมสมคัร user อืน่ไวเ้ป็นแอดมนิเผือ่ไวด้ว้ยรเึปลา่คะ 
มคีะ่ มสี ารองไวค้ะ่ // คอื มนัไมไ่ดก้ระทบการท าเพจเลยคะ่ เพยีงแตว่า่ โดนลบก็ท าใจ 
 
เหมอืนเป็นมาตรการป้องกนัไวก้อ่นน่ะคา่ 
คะ่ ก็ม ีuser ส ารองคะ่ 
 
 
อืม้ๆ คา่ (เปาวา่เน็ตเปาแล็กน่ะคะ่ เลยอาจจะงงๆ หน่อยนะคะ แหะแหะ) 
อืม้ๆ แตพ่ีแ่พมรูล้กึรูจ้รงิมากอะ่คะ่ เคยคดิอยากใหก้ม.เปลีย่นบา้งมัย้คะ 5555  
แลว้คดิยงัไงกบัแฟนซบัในไทยทีก่ค็อ่ยๆ มเียอะขึน้น่ะคะ่ คดิวา่เป็นเรือ่งดมีัย้คะ หรอืมผีลเสยีอะไรรเึปลา่ 
 
ไมเ่ป็นไรคะ่ // บางเพจเคา้จะเอาไฟลไ์ป ท ายอ่ลงิค ์Adf.ly เพือ่ใหค้นไมแ่ชรค์ลปิตรงๆ คลปิจะไดโ้ดน
ลบยากขึน้คะ่ 
 




แลว้คดิยงัไงกบัแฟนซบัในไทยทีก่ค็อ่ยๆ มเียอะขึน้น่ะคะ่ คดิวา่เป็นเรือ่งดมีัย้คะ หรอืมผีลเสยีอะไรรเึปลา่ 
---- พีว่า่ด ีตรงทีว่า่ คนดมูทีางเลอืกเยอะขึน้นะคะ แลว้คนท าก็ไดฝึ้กภาษาดว้ย ขอ้เสยีคอื บางเพจ บาง




กฎหมาย จรงิๆ อยากใหเ้ข ้ม่งวดนะคะ เพราะไทยแยม่ากมายเรือ่งนี.้.. แต ่ณ จดุทีต่ัวเองยนือยู ่แปลทบั
ลขิสทิธิอ์ยุ ่จรงิๆกไ็มถ่กูตอ้ง แตว่า่ท าเพือ่ความบนัเทงิในครัวเรอืน เพือ่ พวกเรา คนไทยดว้ยกนัคะ่ 
ฮา่าาา 
 
อืม้ๆ คะ่ แลว้กรณีทีม่คีนบางกลุม่ทีเ่อาแฟนซบัไปขาย พีแ่พมคดิยงัไงคะ 
แยม่ากนะคะ ท าเองไมเ่ป็นแลว้ยงัไปเอาของคนอืน่ทีเ่คา้ท าไวฟ้รีๆ ไปขาย 
 
เห็นดว้ยเลยคา่ 
ขอยอ้นไปเรือ่ง adfly นดินงึนะคา้ เรือ่ง adfly นีเ่ป็นความรูใ้หมเ่ลยคะ่วา่ป้องกนัการลอกลงิกไ์ด ้อยา่งนี้
พอจะรูม้ัย้คะวา่จะเชือ่มกบั adfly ยงัไงน่ะคะ่ แลว้เราจะไดค้า่โฆษณาจากการเชือ่มกบั adfly มัย้คะ พอดี
เปาสงสยัน่ะคา่ 
เรือ่งไดเ้งนินีพ่ีไ่มรู่เ้หมอืนกนันะคะวา่ไดม้ากนอ้ยยงัไง แตอ่ยา่งเรือ่งลงิคค์อื เดว๋พีห่าตัวอยา่งใหด้แูปป 
 
คา่า 
อา๊ เคา้ลบไปแลว้ 55555 คอืเคา้จะเอา ลงิคค์ลปิจากเฟสบคุไปฝากกบั adfly คะ่ พีว่า่สงสยัมนัจะไม่
ไดผ้ล เพราะมนัโดนลบไปแลว้อยูด่ ี
 
ไมเ่ป็นไรคา่า เดีย๋วนีเ้คา้คมุเขม้เหมอืนกนันะคะ ขนาดเปาจะพมิพ ์adfly เมือ่กีย้งัสง่ไมไ่ดเ้ลย 5555 
เออใช่ๆ ๆ พีก่็เจอคะ่พีก่็วา่ ท าไมโดน 5555 
 
55555 น่านสคิะ ตอนแรกเปาก็สงสยัวา่เราก็ไมไ่ดส้ง่ลงิกอ์ะไรนี ่มาดอูกีท ีออ่ เพราะ adfly นีเ่อง 
ค าถามสดุทา้ยนะคา้ พีแ่พนยงัจะท าเพจนีต้อ่ไปเรือ่ยๆ ใชม่ัย้คะ แลว้อาจจะซ า้นดินงึ แตอ่ะไรเป็นสิง่ที่
ประทับใจทีส่ดุตัง้แตท่ าแฟนซบักบัท าเพจมาคะ 
- คะ่ ยงัคงท าตอ่ไปเรือ่ยๆคะ่ - ประทับใจ ตรงที ่ลกูเพจน่ารักมากๆคะ่ มมีติรภาพทีด่ตีอ่กนั ไมว่า่เราจะ
โพสอะไรไป ก็มลีกุเพจมาขอบคณุ มาใหก้ าลังใจ ท าใหเ้รามแีรงและพลังทีอ่ยากจะท าตอ่ไปคะ่ (ตอน
ท าเพจดาราเกาหลมีาไมเ่จอแบบนีน้ะคะ) 
 
อืม้ๆ คา่าา ขอบคณุมากๆ เลยคะ่ พีแ่พม แลว้ก็ขอเป็นลกูเพจดว้ยคนนงึนะคะ  55555 
ขอบคณุคะ่ มไีรใหพ้ีช่ว่ยก็บอกไดเ้ชน่กนัคะ่ นอ้งเปาตอ้งสมัภาษณ์กีเ่คสคะ ครบหรอืยงั 
แลว้ก็ขอเป็นลกูเพจดว้ยคนนงึนะคะ พีแ่พม -- ยนิดมีากจา้ 
 
คอือยากจะสมัภาษณ์ใหไ้ดม้ากเทา่ทีจ่ะท าไดน่้ะคะ่ พีแ่พมพอจะรูจั้กคนท าแฟนซบัทีเ่ปาพอจะขอ
สมัภาษณ์ไดบ้า้งมัย้คะ 
มคีะ่ ชือ่นอ้งผึง้ ท า PKSub เดว๋พีใ่หล้งิคไ์ปนะคะ 
 
โอ ้ขอบคณุมากๆ เลยคา่ 




ตดิตอ่แอด๊มนิ ผึง้ไดเ้ลยคะ่ บอกพีแ่พมแนะน ามา เดว๋พีไ่ปบอกนอ้งเคา้ไวใ้ห ้แลว้พีม่ ีพีท่ีส่นทิกนัอกี 





โอ ้ไมรู่จ้ักคะ่ ขอบคณุมากๆ ๆ นะคา้พีแ่พม 
อยา่งนีเ้ปาจะตดิตอ่พีจ่ากทมี "บา้นผูแ้ปลซบัไทย" ไดย้งัไงเหรอคะ 
แลว้เดีย๋วเปาจะตดิตอ่นอ้งผึง้เลยคา่ 
คอื งีค้ะ่ บา้นผูแ้ปลซบัไทย เคา้จะท าพวก ซบัไทยซรีสีเ์กาหล ีท าแตซ่บันะแตไ่มอ่พัโหลด แลว้ใคร
อยากไดก้ไ็ปดาวโหลดมา แลว้เอามาอพัไฟลเ์อง ซึง่ม ีเยอะเวบเยอะเพจมากๆใช ้ซบัไทยของ บา้นผุ ้
แปลซบัไทย 
แลว้เคา้จะมทีมีแปลคะ่ เรือ่งนงึแปลหลายคน แลวก็มแีผนกควิซ ีตรวจค าผดิอะไรพวกนีก้อ่นแจกใหค้น
โหลด ซึง่ถา้เป็นพวกหนังซรีสีเืกาหลโีบราณ เคา้แปลดทีีส่ดุแลว้คะ่ 
พีข่อถามพีเ่คา้ดกูอ่นนะคะ ถา้พีเ่คา้โอเค จะมาบอกคะ่ 
 
โอ ้คา่ เปาลองเขา้ไปดตูามลงิกท์ีพ่ีแ่พมใหแ้ลว้ดทู าเป็นระบบมากเลยคะ่ 
คา่าา ขอบคณุมากๆ นะคา้า -/\- 
พีเ่คยแปล ซรีสีเ์กาหลจีาก ซบัองิค์ม์าไทยคะ่ แตไ่มท่ า timing 55555 
แตแ่คไ่มก่ีต่อน คะ่ เพราะวา่ ก็ตอ้งแขง่กบัเวลาเหมอืนกนัเพราะมเีพจแปลซรีสีเ์กาหลเียอะ 
 
อืม้ๆ คา่ เปาวา่แปลซรียีก์็กดดันเหมอืนกนันะคะ 
ถงึกบัมเีพจจรงิเพจปลอมกนัเลยแหละ 555555555555555555555 
 
เปาวา่ใหท้ า timing เยอะกม็า่ยหวายอะ่คา่ เปาเคยลองสองสามนาทนีีใ่ชเ้วลาเป็นชัว่โมง 




https://www.facebook.com/KR.SUBTHAI?fref=ts Kr subthai  
https://www.facebook.com/KoreanSubthai KRsubthai.com เกาหลซีบัไทย 
อนัไหนจงิอนัไหนปลอม 5555555 
 
เออ๋ออออ o_O 5555 ดยูงัไงอะ่คะเนีย่ 
อนัแรก เพจจรงิคะ่ อนัทีส่องเพจกอ๊บ 
 
เปากะลังพยายามศกึษาอยูเ่ลยคะ่ 5555 กะลังเทยีบกนัไปเทยีบกนัมา 
คอื Kr ----- ตัว r พมิพเ์ล็ก คอืเพจทีต่ัง้กอ่น แลว้มทีมีแปลเองคะ่ 
 
หมายถงึอนัทีส่องกอ็ปเอางานของอนัแรกไปเหรอคะ 
แต ่KR คอืกอ๊บชือ่มา แตว่า่ เวลาแปล ใชซ้บั จากเวบบา้นผูแ้ปลซบัไทยคะ่ 
 
ออ่ออออ อยา่งนีน้ีเ่อง โอยย วงการแปลซรียีน์ีท่า่จะปวดหวัอยูเ่หมอืนกนันะคะ 
ไมเ่อางานไป แตว่า่ตัง้ชือ่ซ า้เคา้ แลว้งาน ก็ออกแนวเหมอืนแคไ่ปเอาของคนอืน่ เวบอืน่มาอพัโหลด 
 














แตอ่พัโหลดบนเพจ KR กอ๊บ 555 (งงเนอะ) 
 
อืม้ เห็นละคะ่ โอยยย ปวดหวัเหมอืนกนันะคะเนีย่ เป็นการก็อปทีซ่ า้ซอ้นมากๆ  
ทัง้ช ือ่ ทัง้บทแปล 5555 ลงิกอ์กีตา่งหาก พีแ่พมเคยอยูบ่า้น Kr เหรอคะ หรอืแปลใหเ้วบบา้นผูแ้ปลฯ 
เคยชว่ยแปล ทมี PK คะ่ งง ชือ่ไหม เพจเยอะมาก 55555 
 
5555 ตอนแรกๆ ก็นดินงึคา่ เปาลองเขยีนขอ้ความไปทีเ่พจ PK ละคา่ เดีย๋วรอนอ้งผึง้ตอบ 
เดีย๋วไวเ้ปาขอความรูพ้ีแ่พมตอนท าบา้น PK ตอ่หน่อยนะคา้ แตเ่ป็นวันอืน่ก็ไดค้า่ เดีย๋วพีแ่พมไมไ่ดพ้ัก
สกัท ีพรุง่นีต้อ้งไปท างานใชม่ัย้คา้ 
ถามไดค้ะ่ น่ังตดัไฟลอ์ยู ่5555 นีอ่ยูไ่อรแ์ลนดห์รอือยูไ่ทยคะ ตอนนี ้
 
5555 ทุม่เทมากๆ อะ่คะ่ 
ตอนนีเ้ปาอยูไ่อรแ์ลนดค์า่ เวลาหา่งจากไทย 6 ชัว่โมง ทีน่ีต่อนนีบ้า่ยสามคะ่ 
อยา่งนีต้อนท าบา้น PK พีแ่พมแบง่งานกนัยงัไงเหรอคะ 
พีไ่มไ่ดท้ าเต็มตัวคะ่ แคม่แีปลจากองิคเ์ป็นไทย แลว้สง่ใหน้อ้งเคา้ไป 
จงิๆนอ้งเคา้ก็ชวนแปลคะ่ แตพ่ีป่ฎเิสธเองตอนนัน้เพราะไมค่ดิจะเขา้วงการแปล เต็มตัวคะ่..แตตอนนีค้อื
อะไร ท าไมมาอยูต่รงนีก้็ไมรู่ ้555555555 
 
55555555 น่านสคิะ จะถามตอ่ดว้ยวา่จากแปลซบัมาถงึจดุนีไ้ดย้งัไง 








อยา่งนีเ้ริม่แปลใหบ้า้น PK ไดย้งัไงเหรอคะ 
เริม่แปลใหบ้า้น PK ไดย้งัไงเหรอคะ ---ก็มาจากกว๊นเพือ่นๆ ที ่อยูว่งการซรีสีเ์กาหลทีีพั่นทปิคะ่ 
 
ออ้อ อยา่งนีค้อืคยุไปคยุมาแลว้นอ้งเคา้กช็วนพีแ่พมแปลจากพันทปิเหรอคะ 
คอืกเ็ป็นเพือ่นกนัมาคะ่ แลว้เคา้ก็รูว้า่พีไ่ดภ้าษา แลว้พีเ่คยชว่ยเพจ จางฮยอกแปลขา่วอยู ่พอดขีาดคน
แปลคะ่ พีก่็เลยลองแปลด ู
 




โหยยย ตอนนัน้ก็ใชเ้วลาเยอะเหมอืนกนัเลยสคิะเนีย่ พีแ่พมชอบแบบไหนมากกวา่กนัคะ ระหวา่งท าคลปิ
สัน้ๆ เองทัง้หมด หรอืวา่แปลอยา่งเดยีวทัง้ตอน 
ท าสัน้ๆคะ่ นาทสีองนาทเีลฟิสดุ 555555555 ถา้ท าไฟลย์าวนะคะ ก็ฝังซบัและอพัโหลดนานมากตาม
ระยะเวลาไปอกีดว้ย 
 
อืม้ๆ คา่ ถา้แปลอยา่งเดยีวตอนนัน้แปลใสเ่วริด์เหรอคะ หรอืวา่ notepad 
เวริด์คะ่ 
 
ตอนนีไ้ฟลท์ีก่ าลังตัดก็นาทสีองนาทใีชม่ัย้คะ 55555 
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คอืถา้ซรีสีน์ะคะ โหลดซบัองิคม์า เปิดในโปรแกรม aegi มนัจะมบีรรทัดๆมา ลบแลว้เตมิไทยไดเ้ลย ไม่
ตอ้ง timing แลว้ 
พีต่อ้งโหลด บทิมา 1.20 ชม (ทัง้รายการ) แลว้มาตัดออกเฉพาะสามแสบเกบ็ไวก้อ่นคะ่ 
 
โอว้วว เหรอคะเนีย่ เปานกึวา่จะตอ้งมา timing กนัใหม ่
ถา้ซรีสีไ์มต่อ้งนะคะถา้รอแบบมซีบัองิคแ์ลว้มาแปลไทย 
ถา้อยา่งพวกวาไรตี ้คอืตอ้งมาไทมิง่กนัเองคะ่ ตอ่ใหม้ซีบัองิคแ์ลว้ เพราะมนัไมม่ใีหโ้หลด ซบัองิคเ์ป็น 
ass มาคะ่ 
 
ออ่ววว โอ อยา่งนีป้กตคิอื พีแ่พมโหลดทัง้รายการมากอ่น ดแูลว้ตัดคลปิสามแสบ เสร็จแลว้คอ่ยแปล 
แตง่ซบั ฝังแลว้ก็ปลอ่ยใชม่ัย้คะ 
- โอ ้เปาเพิง่รู ้แลว้อยา่งซรียีน์ีจ่ะมาเป็นไฟลอ์ะไรเหรอคะ พอเขา้ aegi ถงึไมต่อ้ง Timing ใหมน่่ะคะ่ พี่
แพมพอจะรูม้ัย้คะ 
คอื 1. ไฟลท์ีม่าท าซบัไทย ตอ้งเป็นไฟลด์บิ ไมม่ซีบั 2. ไปเอาซบัองิค ์(ไฟล ์ass) โหลดมา แปล 
ass เปิดใน aegi ไดเ้ลยคะ่ เป็นซบัองิค ์ไทมิง่มาแลว้เรยีบรอ้ย 
http://subscene.com/subtitles/oh-my-ghost--o-naeui-gwishinnim 




ออ้ออ เขา้ใจละคา่ นกึภาพออกละ ตอนแรกยงังงๆ ขอบคณุมากๆ นะคา้าา 
วาไรตีก้บัละครจะ ตา่งกนัแบบนีแ้หละคะ่ คะ่ มไีรทีพ่ีพ่อชว่ยไดก้็ยนิดนีะคะ 
 
ชว่ยไดเ้ยอะมากๆ เลยคา่ วนันีเ้ปารูข้อ้มลูใหม่ๆ  เยอะเลยคา่ คนืนีไ้มก่วนพีแ่พมละคะ่ ขอบคณุอกีที
นะคา้าา 







สวัสดคีา่ พีอุ่ย๋ พอดตีอนนีเ้ปาก าลังท าวจิัย ป.เอกทีม่หาลัย Dublin City University ทีไ่อรแ์ลนด ์เรือ่ง
การแปลโดยกลุม่แฟน ซ ึง่เจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะเป็นแฟนรายการนีค้ะ่ ^^) พอดเีปา
สมัภาษณ์พีแ่พมแลว้พีแ่พมเลา่วา่พีอุ่ย๋ดแูลเว็บบา้นแปลซบัไทยอยู ่เลยอยากรบกวนถามวา่ถา้จะขอ
สมัภาษณ์ทาง Skype หรอืแชตผา่นเฟสก็ไดค้ะ่ ไมท่ราบวา่จะสะดวกไหมคะ ค าถามจะเกีย่วกบัเรือ่ง
ประสบการณ์การท าแฟนซบัแลว้กค็วามคดิเห็นทั่วๆ ไปกบัการท าแฟนซบัและเป็นแฟนรายการคะ่ ซ ึง่เปา














เปิดไฟล ์· ดาวนโ์หลด 











มนัมปีุ่ มกดสง่ พีก่ดสง่ไปแลว้ไดไ้หมคะ 
 






3 ปีคะ่ เกอืบๆ 
 
โอ ้คะ่ มแีรงจงูใจอะไรใหเ้ริม่แปลซรียีเ์หรอคะ แลว้เริม่แปลจากเรือ่งอะไรเหรอคะ 
เริม่ดซูรีสีเ์กาหล ีแลว้ขดัใจคนแปลภาษา เลยเริม่หาดพูอรูว้า่แปลจากภาษาองักฤษเลยอาสาเขา้ไปแปล




nail shop paris คะ่ อุย้ เพิง่รูว้า่สองปีกวา่เอง จ าไมถ่งึสาม 555 เหมอืนนานเลย 
 
แตก่็นานอยูด่นีะคะเนีย่ 555 ท าไมถงึแปลเรือ่งนีไ้ดเ้หรอคะ ตอนนัน้ หมายถงึเพราะพีอู่ช๋อบเรือ่งนี ้หรอื
ทมีซบัขอใหช้ว่ยแปลเรือ่งนีน่้ะคะ่ 
ทมีซบัขอคะ่ แปลปีแรกนี ่ตามค าขอทัง้นัน้เลย 
 
โอ ่อืม้ๆ แตก่็ไดม้โีอกาสดไูปดว้ยใชม่ัย้คะ 555 





โอ ้คะ่ อยา่งนีแ้สดงวา่ตอนกอ่นจะแปลได ้ทางเพจมแีบบทดสอบใหเ้หมอืนตอนนีร้เึปลา่คะ 






จะตดิตอ่กนัทางอเีมลเ์ป็นหลักคะ่ เวลาซบัมา ก็จะแจกกนัทางอกีเมล ์ใครรับกีบ่รรทดักต็อบกลบัไปคะ่ 
 
โอ ้แบง่เป็นบรรทัดเหรอคะ อยา่งนีต้อ้งแปลใสโ่ปรแกรมอะไรเหรอคะ แลว้เวลาแปลพีอู่ด๋วูดิโีอเทยีบไป
ดว้ยรเึปลา่คะ หรอืวา่แปลจากซบัองักฤษเลย 
ใช ้program subtitle editor คะ่ ดวูดีโิอเทยีบดว้ยคะ่ แปลจากซบัองักฤษเลยจะใชไ้มไ่ด ้เพราะจะไมรู่ ้












อืม้ๆ คะ่ อยา่งนีจ้ะโหลดซบัองักฤษจากเว็บเดยีวเลยหรอืวา่หาจากหลายๆ เว็บเหรอคะ 
จะมพีีใ่นทมีอยูค่นนงึทีแ่กจะอา่นภาษาจนีได ้บางทซีบัองักฤษมาแบบป่วยแกจะชว่ยดเูทยีบจากซบัจนีให ้
อกีท ีเจา้ทีท่ าซบัองักฤษมแีคส่องหรอืสามเจา้เทา่นัน้คะ่ 
 
 




โอ ้คะ่ เพราะปกตทิีเ่ปาดซูบัองักฤษจะมาจากเว็บทีฝั่งซบัองักฤษไปแลว้น่ะคะ่ อยา่งนีท้มีท าซบัเรือ่งนงึ
จะมสีกักีค่นเหรอคะ แลว้ท าหนา้ทีอ่ะไรกนับา้ง เพราะดแูลว้ท างานกนัเป็นระบบมากเลยน่ะคะ่ 
2-4 คนคะ่ สลับกนัไปคะ่ คอืคนแปลซบัทีย่งัแอคทฟีกนัอยูม่ปีระมาณเกอืบสบิคน แตบ่างทกี็ไมว่า่ง มี
ปัญหาสขุภาพบา้ง ไมช่อบเรือ่งทีแ่ปลบา้ง กอ้ไมไ่ดก้ะเกณฑว์า่จะตอ้งแปลกนัทกุคน 
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จากสบิคน ทีแ่ปลประจ าๆ ประมาณ 6-7 คนคะ่ แตล่ะตอน ซบัสัน้ จะประมาณ 4-500 บรรทัด ยาวคอื 
900-1000 บรรทัด เกนิกอ้มบีา้งแตไ่มม่ากนะ เฉลีย่คอืประมาณ 700 บรรทัด ก็จะแบง่กนัประมาณ 2-4 
คนในแตล่ะตอน เสร็จแลว้ อดีธิเตอรจ์ะรวบรวม แลว้กอ้เริม่อดีธิ คะ่ ตรวจดชูือ่ตรงกนัทัง้เรือ่งไหม สรรพ
นามผดิไหม แปลไดใ้จความไหม เขา้ใจหรอืเปลา่ 
 
 
โอ ่คา่า แสดงวา่คนแปลซบัแตล่ะคนก็จะแปลลง subtitle editor แลว้ก็มอีดีธิเตอรเ์ป็นคนรวบรวมและ
เชค็ความถกูตอ้งใชม่ัย้คะ แลว้เวลาแปลใครจะเป็นคนตดัสนิใจเลอืกเรือ่งทีจ่ะแปลเหรอคะ หรอืวา่ชว่ยๆ 
กนัเลอืก 




อืม้ๆ คะ่ คนทีเ่ป็นอดีธิเตอรต์อ้งแปลดว้ยรเึปลา่คะ หรอืวา่อดีธิอยา่งเดยีว 




อยา่งนีค้อืคนนงึจะเป็นอดีธิเตอรเ์รือ่งนงึแลว้อาจจะเป็นคนแปลอกีเรือ่งรเึปลา่คะ เพราะทมีงานม ี7-8 คน
เอง แลว้มวีธิกีารเลอืกใครเป็นอดีธิเตอรย์งัไงเหรอคะ 





โอ ้คา่าา แสดงวา่พีอู่เ๋ขา้ขัน้เช ีย่วชาญแลว้ใชม่ัย้คะ คอืคนทีเ่ป็นทมีงานกอ่นหนา้จะเป็นคนบอกใชม่ัย้คะ 
วา่ใหช้ว่ยอดีธิน่ะคะ่ 
ใชค่ะ่ คอืสมมตเิปาชว่ยพีแ่ปลมาหลายตอน พีเ่ป็นอดีธิเตอรแ์ทบไมต่อ้งแกเ้ลย กอ้จะบอกรุน่พีว่า่นีเ่ปา
แปลดนีะ เป็นอดีธิเตอรไ์ด ้ถา้ใครแยง้ก็จะบอกเหตผุลกนัวา่ดหีรอืไมด่ตีรงไหนคะ่ 
 
 
โอ ่คะ่ แสดงวา่ตอ้งมเีว็บบอรด์ไวค้ยุกนัรเึปลา่คะ หรอืวา่คยุกนัทางอเีมลอยา่งเดยีว 
เมือ่กอ่นอเีมลอ์ยา่งเดยีวคะ่ เดีย๋วนีม้ไีลนก์็ใชไ้ลนก์นัคะ่ แตอ่เีมลจ์ะหาประวตังิา่ยกวา่คะ่ 
 
 
ออ่ คา่ แสดงวา่ทกุคนทีเ่ป็นทมีงานจะรูจั้กกนัหมดเลยใชม่ัย้คะเนีย่ แลว้กอ่นแปล จะตอ้งมคีนท าหนา้ที่
โหลดซบัองักฤษหรอืวดิโีอทีใ่ชเ้ทยีบตอนแปลแยกตา่งหากรเึปลา่คะ หรอืวา่คนแปลเป็นคนรับผดิชอบ
สว่นนี ้













โอ ้คา่ มเีกณฑเ์หมอืนกบันักแปลอาชพีเลยคะ่ อยา่งนีพ้อจะทราบมัย้คะวา่ในทมีมใีครท างานแปลอาชพี











5555 คา่ เพราะเปากค็ดิ วา่ตอ้งอาศยัก าลังใจมากๆ เลยนะคะทีจ่ะท าตอ่เรือ่ยๆ น่ะคะ่ 
ใชค่ะ่ 
 
พีอู่ต๋อ้งแปลซบัทกุวันเลยรเึปลา่คะ วันหนึง่ๆ ตอ้งใชเ้วลากีช่ัว่โมงคะเนีย่ 
พอดชีว่งนีห้นังยงัไมค่อ่ยถกูใจกนั แลว้ไมค่อ่ยมเีวลาไดด้กูนัเทา่ไหร ่เลยตกลงกนัวา่จะชะลอเรือ่งใหม่
กนักอ่น ขอไปชารจ์แบตกนักอ่น พีแ่ปลวันนงึประมาณ3-5 ชัว่โมง แตไ่มไ่ดแ้ปลอยา่งเดยีวคะ่ ทัง้แปล 
ทัง้อา่นพันทปิ เลน่เฟส ดหูนัง 555 อาทติยน์งึชว่งแปลกนัเยอะๆ กท็กุวันคะ่ 
 
 
555 คา่าา ตอนแปลมเีปิดดกิอะไรบา้งมัย้คะ แลว้อยา่งถา้มคี าทีเ่ป็นเกาหล ีเชน่ ชือ่อาหาร ค าเรยีกพีห่รอื
นอ้ง จะแปลทบัศพัทไ์ปเลยรเึลา่คะ ขอโทษนะคะ เปาถามยาวหน่อยน่ะคะ่ รบกวนเวลาพีอู่พ๋ักผอ่นรเึปลา่
คะเพราะพรุง่นีต้อ้งท างานดว้ย ถา้ยงัไงเปาขอมาถามตอ่พรุง่นีห้รอืวันอืน่กไ็ดค้ะ่ตอนทีพ่ีอู่ส๋ะดวกก็ไดค้ะ่ 
ทีไ่ทยตอนนีเ้กอืบหา้ทุม่แลว้ดว้ยใชม่ัย้คะ พอดตีอนนีเ้ปาอยูท่ีไ่อรแ์ลนดน่์ะคะ่ 
เปิดอากูต๋ลอดคะ่  สว่นค าเรยีก พีห่รอืนอ้ง ก็จะใชพ้ี ่หรอืนอ้งคะ่ ไมไ่ดใ้ช ้ฮยองหรอื นูน่า 
ก าลังจะนอนแลว้เหมอืนกนัคะ่ นกึอะไรได ้ถามไวก้อ้ไดค้ะ่ พีเ่ปิดมาเห็นจะตอบกลับไปใหค้ะ่ 
 
 









ขอบคณุคา่า ตอ่จากทีถ่ามเมือ่วานน่ะคะ่ พีอู่ค๋ดิวา่อะไรเป็นแรงกระตุน้ใหแ้ปลซบัมาเรือ่ยๆ คะ 
อมื น่ันส ิ5555 
 
5555 
อยากใหม้ซีบัดีๆ  ใหค้นดรููเ้รือ่ง คอืตอนตวัเองด ูแลว้เจอซบันรก มนัเสยีอรรถรสในการดนู่ะคะ่ แลว้
แบง่ปันใหค้นอืน่ไดด้ ูเราก็มคีวามสขุคะ่ 
 
อืม้ๆ คา่า เปาเห็นบางบา้นเคา้แจกเป็นวดิโีอพรอ้มซบัไปเลย แถมไดข้า่ววา่บางบา้นก็ใชบ้ทแปลของบา้น
พีอู่ด๋ว้ย พีอู่ค๋ดิยงัไงเกีย่วกบัเรือ่งนีน่้ะคะ 
คอืเรา แปลฟรอียูแ่ลว้ ไมไ่ดรั้บคา่จา้ง หวังใหค้นอืน่ไดด้ ูสาธารณะ แตค่นสว่นใหญ ่จะมองวา่การโหลด






อืม้ๆ คะ่ เปาก็เห็นอยา่งทีพ่ีอู่ว๋า่ วา่หลายคนคดิวา่ดแูบบฮารด์ซบัไปเลยจะสะดวกกวา่ อยา่งนีบ้า้นพีอู่เ๋คย
คดิจะท าเป็นฮารด์ซบัมัย้คะ 
ไมค่ะ่ เพราะ ผูก้อ่ตัง้ ไมอ่ยากมปัีญหาเรือ่งลขิสทิธิ ์ถา้จะท า คงท าตัง้แตแ่รก 
 
 





อืม้ คะ่ แถมยงัมบีางกลุม่ทีเ่อาซบัไปขายเอาก าไรดว้ย 





5555 เดีย๋วนีก้็มหีลายบา้นขึน้ซบัแบบนัน้เหมอืนกนัคะ่ ของรายการรันนิง่แมนก็ขึน้ 555 ทนีีอ้ยา่งรายการ
รันนิง่แมน เคยมกีรณีไฟลโ์ดนลบดว้ยคะ่ เพราะปัญหาดา้นลขิสทิธิ ์พีอู่ค๋ดิยงัไงกบัเรือ่งนีค้ะ 
จรงิๆแลว้ พีว่า่มนัเปลีย่นไปตามยคุนะคะ เมือ่กอ่น หาดกูนัยาก ตอ้งอาศัย ซบัแบบทีพ่วกเราท ากนั แต่
ตอนนี ้เปลีย่นเป็นทวีดีจิติอลแลว้ ทางเลอืกของคนมากขึน้ คนแปลซบัอยา่งพวกเราคง ลดลงเรือ่ยๆ 
เพราะหนังเร็วกวา่เมือ่กอ่นมาก คนดไูดก้ าไรทีส่ดุ เราแปลเพราะชืน่ชมพระ-นาง ทีเ่ราชอบ แตถ่า้ทวีมีา
เร็วขึน้ ไมด่องขา้มปีเหมอืนเมือ่กอ่น ซบัดมีคีณุภาพ เราคงไมต่อ้งมาท ากนัหรอกคะ่ คนแปลกม็อียูส่อง







มทีัง้สองคะ่ แตถ่า้เป็นชอ่งใหญ ่จะพากษ์คะ่ ตอนนีท้ีม่าแรงคอืหนังจนีคะ่ คนเริม่อ ิม่หนังเกาหลแีลว้ และ
หลายๆเรือ่ง หนังเกาหล ีเริม่ด ีแตป่ลายออกทะเล น่าผดิหวังเยอะ แตห่นังจนีปีนีม้าแรงมาก แมจ้ะเป็น




อืม้ๆ คะ่ เปาก็ดซูรียีเ์กาหลเีหมอืนกนัคะ่ แตเ่ดีย๋วนีก้็ดนูอ้ยลง 555 พีอู่จ๋ะเปลีย่นเป็นแฟนซรียีจ์นีแลว้รึ
เปลา่คะ 




555 อา้ว เหรอคะ เปากเ็ขยีนแบบนีม้าตัง้นาน 5555 
ซรีสีจ์นี ดอูยา่งเดยีวคะ่ แตส่งัเกตด ูบา้นทีแ่ปลซรีสีจ์นี จะอยูใ่นเฟส แลว้ก็ เอือ้เฟ้ือกนัมาก เรือ่งนีบ้า้น







โอ ้เหรอคะ พีอู่ม๋บีา้นไหนแนะน ามัย้คะ 555 เปาเคยพยายามลองหาดแูลว้เห็นวา่ซรีสีจ์นีหายากกวา่
เกาหลน่ีะคะ่ 
https://www.facebook.com/ilovecntvseries?fref=ts 




ขอบคณุมากๆ เลยคา่ 5555 อยา่งนีท้ีพ่ีอู่บ๋อกวา่ทางกลุม่แปลจะพักเตมิพลัง คดิวา่จะหยดุยาวเลยรเึปลา่
คะ หรอืเคยคดิวา่จะไมท่ าตอ่บา้งรเึปลา่คะ 
คดิวา่น่าจะยงัท าอยูน่ะคะ แตจ่รงิๆคะ่ วา่ไมม่เีวลาไดด้ ูบางเรือ่งทีช่ว่ยแปลก็แค ่สแกนดผูา่นๆเทา่นัน้ 
 
 
อืม้ คะ่ เปาวา่น่ังดแูบบสบายๆ กบัน่ังดตูอนแปลซบัไปดว้ยมนัก็ตา่งกนัเยอะ อยา่งทีเ่ปาเคยท าฟรแีลนซ ์
หลายคนจะคดิวา่มโีอกาสไดด้ซูรีสีด์ว้ยน่าจะสนุก แตพ่อตอนท างานกบัน่ังดสูบายๆ ก็ตา่งกนัอยูด่ ี555 
เป็นก าลังใจใหน้ะคะ พีอู่ ๋แลว้ก็ขอบคณุมากๆ เลยคะ่ทีใ่หส้มัภาษณ์ ค าถามสดุทา้ยไดม้ัย้คะ คดิวา่การมา
แปลซบัใหป้ระโยชนอ์ะไรกบัเราบา้งคะ แลว้เคยคดิจะแปลอาชพีบา้งมัย้คะ 
ทีแ่น่ๆคอืไดค้วามรู ้วธิกีารท าซบัไตเติล้ ไดใ้ชค้วามรูท้ีเ่รามอียู ่ไดฝึ้กฝน เรยีนรู ้ไดใ้ชส้มอง ไดน้กึค า




















I. ชือ่งานวจัิย ชือ่งานวจัิย: ความคดิสรา้งสรรคข์องการแปลซบัไตเติล้โดยกลุม่
แฟนในประเทศไทย: กรณีศกึษาของรายการโทรทศัน ์“รันนิง่แมน” หน่วยงาน: 
School of Applied Language and Intercultural Studies, Dublin City University ผูว้จิัย: ธาร





ซบัแปลเองเป็นละครคะ่ รันนิง่ไมน่านคะ่ รันนิง่ผึง้มที าเองแค ่166 175 188 251-255 ตอนคะ่ ท าเป็น
ชว่ง ๆ คะ่ 
 
ก็เยอะอยูน่ะ 555 แลว้มแีรงจงูใจอะไรใหเ้ริม่แปลซบัทีเ่ป็นละครเหรอ แลว้ท าไมถงึตัดสนิใจมาแปลรันนิง่
ดว้ยได ้
ปรกตดิซูรีสีญ์ีปุ่่ นคะ่ ฮานารดิังโกะ หรอืเอฟ 4 ญีปุ่่ น แลว้มเีวอรช์ัน่เกาหล ีเลยสนใจท าเรือ่งนีเ้ป็นเรือ่ง
แรกคะ่ 2011 รันนิง่ปรกตดิตูลอดคะ่ ตดิตามตัง้แตอ่พีแีรก ๆ และสะสมเก็บไวใ้น USB มตีอนตัง้แต ่1-
230 และขา้มมาตอน 251 คะ่ และทีท่ ารันนิง่ เพราะในละครทีท่ าเพจอยูต่อนนัน้ ๆคะ่ อยา่ง ตอน 166 อู
บนิมา ก็ท าเพจ ทายาท The Heirs Thailand 
 
ออ่ พอท ามาแลว้ก็เลยท าตอนทีอ่บูนิมาตอ่ใชม่ัย้คะ 555 เพราะ 188 ก็เป็นตอนทีไ่ปออสเตรเลยีใชร่ึ













ออ่ อืม้ๆ อยา่งนีม้วีธิแีบง่งานกนัยงัไงเหรอคะ ยิง่หลายกลุม่มาชว่ยกนัท าน่ะคะ่ 












อืม้ คะ่ อยา่งนีม้เีกณฑห์รอือะไรก าหนดกนักอ่นท ามัย้คะ หรอืวา่แตล่ะคนแปลกบัแตง่ซบัไดอ้สิระเลยน่ะ
คะ่ 
แปลสง่งานมา ตอนแตง่และควิซตีอ้งดไูปดว้ย ตอ้งชว่ยกนัดหูลายๆ คน ขนาดนัน้ยงัพลาด 5555 
 
 
555 อนันีเ้ป็นเรือ่งธรรมดาคะ่ ท าซบัมนัจกุจกิเหมอืนกนันะ ไหนจะแปล ไทมม์ิง่ ตกแตง่อกี อยา่งนีผ้ ึง้
ตกแตง่ซบัแลว้ ไทมม์ิง่ดว้ยรเึปลา่เนีย่ 
รวมหมดคะ่ แตง่ทามฝังอพั อยา่งรันนิง่ 251-255 คอืเพือ่นอยากท ารันนิง่ นางอาสาแปล อยากท า โอเค 




555 จรงิคะ่ พีเ่คยลองท า ท าไปไดส้องนาทแีลว้จะน็อก 5555 อยา่งนีผ้ ึง้รูว้ธิแีตง่ทาม ฝังซบัพวกนีไ้ด ้
ยงัไงเหรอคะ 
ในเนตคะ่ ศกึษาจากในเนต วธิที า อยา่งบา้นทรายเคยสอนในบล๊อค บา้นเอซบัทกี็สอน วธิตีกแตง่ซบั แต่
เคา้เลกิท ากนัไปแลว้ 555 
 
 
โอ ้ตามตัง้แตบ่า้นทรายเลยเหรอคะ อืม้ๆ ใช ่เดีย๋วนีไ้มเ่ห็นท าตอ่แลว้ กวา่จะเชีย่วนีใ่ชเ้วลานานมัย้ แลว้
ตอนนีใ้ชโ้ปรแกรมอะไรท าอยูเ่หรอ 
โปรแกรมท าซบัธรรมดาคะ่ Aegisub 
 
 
อืม้ๆ จา้ อยา่งนีถ้า้ตดัสนิใจจะแปลซรีสีห์รอืรันนิง่ตอนนงึนี ่มคีนท าประมาณกีค่นเหรอ 




เหมอืนบา้นอนัยองกะฮลัยทุ าคะ่ ไมเ่นน้ตัวเดง้ เนน้แปล เร็วคะ่ 
 
 
น่านส ิถงึอยา่งนัน้ตอนแรกพีค่ดิวา่จะใชค้นเยอะกวา่นีซ้ะอกี อยา่งนีม้กี าหนดเดดไลนใ์หก้นัมัย้ตอนท า 
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อืม้ๆ ออ่ นีม่เีนน้ยอดววิเอาตงัคก์นัดว้ยเหรอเนีย่ แลว้เวลาตดิตอ่กนัจะตดิตอ่กนัทางเฟสอยา่งเดยีวรเึปลา่ 
แลว้มตีัง้เพจไวส้ าหรับแอดมนิไวต้า่งหากมัย้ 











อมืๆ ปกตพิีก่ด็อูยู ่555 แตเ่ขา้กลุม่อนัยองไมท่ัน เพราะฮลัยมูปีุ่ มลับเลยยงัเขา้ได ้อยา่งนี้ผึง้ก็ตดิตามทัง้
สองบา้นอยูใ่ชม่ัย้ 




5555 นีแ่ฟนตัวจรงิเลยนะเนีย่ สบืขา่วรูไ้ดไ้งน่ะ โอ ้เหรอ พีไ่มเ่คยโหลดบติแฮะ ปกตดิแูบบสตรมีตลอด
เลย 5555 




งัน้เหรอเนีย่ รูส้กึตกขา่วยงัไงก็ไมรู่ ้5555 ถามนดิไดม้ัย้ เอาเรโชนีค่อือะไรเหรอ 55555 
อยา่งการโหลดบทิ คอืการโหลดหนังโหลดอะไรทีไ่ฟลใ์หญ ่ๆ เป็นไฟลเ์ดยีว อยา่งสยามบทิคอืแหลง่
ฝาก เป็นตัวกลางใหเ้ราดจูากเคนปลอ่ยคะ่ อยา่งสมคัรใหม่ไมม่เีรโชกต็อ้งเสยีตัง บรจิาคถงึจะมสีทิธิ์
โหลดคะ่ อยา่งถา้เราปลอ่ยเองเราก็ไดเ้รโซ ไดค้า่อพัโหลดเองคะ่ 
 
 
ออ้ออ อยา่งนีน้ีเ่อง อืม้ๆ แลว้ผึง้คดิยงัไงบา้งกบัการทีซ่บัโดนลบน่ะ 




หมื พากยไ์ทยของทรนู่ะเหรอ หรอืวา่พากยเ์อง 
คะ่ เคา้เอามาปลอ่ย ดดูมาปลอ่ยเอาเรโซเอาคา่อพัโหลด 
 
 
ออ่ พีน่กึวา่พากยเ์องดว้ย ถา้อยา่งนัน้ยิง่สดุยอดเขา้ไปใหญ ่5555 
เคยมบีางเพจท านะคะ เพจละคร พากยเ์องดว้ยคะ่ 
 
 
โอ ้ๆ  จรงิเหรอเนีย่ คอืท าซบัยงัพอนกึออกวา่ท ายงัไง แตพ่ากยน์ีค่ดิไมอ่อกเลยแฮะ 
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(ออ้ แลว้ผึง้ตอ้งไปกนิขา้วหรอืท าธรุะอะไรรเึปลา่ ไมงั่น้เดีย๋วพี่ข่อมากวนอกีทตีอนค า่ก็ไดน้ะ โทษทนีะ 
สมัภาษณ์นานหน่อยน่ะ) 
น่ังท ารันนิง่อยูค่ะ่ ดหูนังไปดว้ยคะ่ 5555 นางไมไ่ดพ้ากยรั์นนิง่ พากยท์เีซอรล์ะครคะ่ ฮวาจองนีแ่หละ 
 
 
5555 จะท าตอนลา่สดุนีเ่หรอ ห๊ะ แลว้ดหูนังไปดว้ย 5555 ท าไดไ้งเนีย่ โอ ้ท าทเีซอรข์องฮวาจองเหรอ 
โอมัย้อะ่ 
ตอ้งถามพีอ่กีคนคะ่ เคา้ไปดมูา 555555555 เห็นวา่โอนะคะ พากไดเ้สยีงหลอ่มาก 
 
ออ่ๆ งัน้ไมเ่ป็นไร เสยีงหลอ่ดว้ยเหรอ ยิง่อยากฟังเลยแฮะ เดีย๋วไปลองหาๆ ด ู55555 งัน้พีข่อถามตอ่ไป




อะแฮม่ ตอ่จากเรือ่งทีซ่บัโดนลบน่ะ อยา่งนีเ้พจทีผ่ ึง้ท า มมีาตการอะไรป้องกนัซบัโดนลบมัย้ 
ไมค่ะ่ อาจจะเพิม่การซอ่นลงิค ์Adfty แตไ่มม่โีฆษณาไมไ่ดห้าตังค ์555 บรกิารยอ่ลงิคเ์ฉยๆ คะ่ หรอืถา้
โดน กล็งใหมค่ะ่ แป๊บเดยีวเองคะ่ เนตแรงสค์ะ่ 555555555555 
 
 
5555 สดุยอด เน็ตบา้นพีน่ีอ่ยา่งเตา่ เลยไมเ่คยโหลดบติเพราะโหลดไมไ่ด ้5555 ตอนนีพ้ีอ่ยูไ่อรแ์ลนด ์
แต ่adfly นีม่แีบบไมไ่ดต้ังดว้ยเหรอเนีย่ เพิง่รู ้
เขา้ลงิคก์ดตรงเพิม่เตมิวา่ ไมม่โีฆษณาคะ่ เป็นการยอ่ลงิค ์ซอ่นลงิคเ์ฉยๆ คะ 
 
 





ก็ดคีะ่ 55555 แตก่็กลัวเมลจ์าก SBS 
 
 
555555 อืม้ๆ ๆ แต ่sbs คงแคล่บไฟลไ์ปอยา่งเดยีวแหละ่ ออ้ แลว้พวกทีแ่อบเอาแฟนซบัไปขายละ่ 
ดดูไปอพัใหม ่ดดูไปขายแผน่ เยอะคะ่ ถอืวา่ ท าบญุ ขีเ้กยีจไปสูร้บตบมอืคะ่ อยากถามแคว่า่ ท าไมชัน้
โดนลบ แลว้เวปแกท าไมไมโ่ดนยะ 
 
 





ทางเฟสคะ่ แชทไปชวนคยุ แหลไปเรือ่ยคะ่ 555555 
 
 
5555555 อืม้ๆ คยุไปคยุมาก็ชวนๆ กนัท าซบัน่ะเหรอ ดเีนอะ แลว้เคยนัดเจอกนัขา้งนอกบา้งมัย้เนีย่ หรอื
วา่คยุกนัแคท่างเฟส 




55555 อืม้ๆ แลว้คดิจะรับคนมาชว่ยแปลซบัใหม่ๆ  รเึปลา่ หรอืวา่ตอนนีก้็มคีนพออยูแ่ลว้ 
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รับเรือ่ย ๆคะ่ แตไ่มค่อ่ยมคีนอยากท า อยากดอูยา่งเดยีว 555 
 
 
555 อืม้ เวลาท ามนัใชเ้วลาอะ่เนอะ ปกตผิึง้กใ็ชเ้วลาท าหลังเลกิงานใชม่ัย้ เคยรูส้กึเหนือ่ยแลว้คดิจะเลกิ
ท าบา้งมัย้ 
5555 แบบไมม่เีจา้นายไงคะ เหนือ่ยกห็ยดุ ย ้ากะทกุคนทีท่ าดว้ยกนั สบายๆ แบบอนิดีค้ะ่ บางคนขยนั
มาก ยงัถามตัวเองวา่ ไดค้า่จา้งสองพันวอนใชม่ัย้ถงึขยนัจัง 555 
 
 
5555 น่านส ิมอีะไรเป็นแรงกระตุน้ใหท้ าตอ่มาเรือ่ยๆ น่ะ 




555 อืม้ แลว้นอกจากบา้นตวัเองแลว้ มชีอบบา้นไหนเป็นพเิศษอกีรเึปลา่ 
บา้นรุน่เกา่ ๆ คะ่ แตง่ซบัสวยมากคะ่ บา้นตามฟิล บา้นทราย บา้นทวิลปิ บา้นดอลฟิน 
 
 
อืม้ๆ แลว้กบัลกูเพจละ่ เคยมปัีญหาอะไรบา้งมัย้ 
ไมค่ะ่ บา้นเราไม่ค่อ่ยเนน้สนใจลกูเพจ 55555 ใครจะบน่ก็ชา่งคะ่ 555555555 
 
 
555555 ดแีฮะ คดิวา่อะไรยากทีส่ดุในการท าซบัน่ะ 
พอ ๆ กนัคะ่ ผึง้วา่แปลยาก คนแปลบอกวา่ แตง่ยาก 555 ถามวา่อนัไหนงา่ยสดุดกีวา่คะ่ ฝังและอพัคะ่ 
 
 
555555 พีก่็วา่แตง่ยากนะ เออ้ จรงิส ิเวลาคนแปลแปลมานี ่เคา้แปลใสเ่วริด์มาหรอืวา่ไทมก์อ่นแลว้แปล
ลง Aegisub เลยน่ะ 
แปลในทามมาเลยคะ่ ซบัฟรทีีแ่จกมทีามดว้ย แตไ่มต่รงอยูแ่ลว้ ของรันนิง่ตอ้งมาท าทามไหมค่ะ่ 
 
 






ดคูะ่ ทร ูแตป่วดหวักะสยีงพากย ์จอแจแขง่กนัมากคะ่ 
 
 
อืม้ เห็นดว้ย ดซูบัสนุกกวา่ ค าถามสดุทา้ยละจา้า คดิวา่ท าแฟนซบัใหอ้ะไรกบัเราบา้ง แลว้คดิวา่มขีอ้เสยี
อะไรมัย้ 
ไดค้วามสนุกของรายการ ไดค้วามรู ้ในการท า ขอ้เสยีคอื ท าใหเ้ราตอ้งน่ังอยูก่ะแตห่นา้จอคะ่ 
 
 









สวัสดคีา่ พีช่ ือ่เปานะคะ พอดตีอนนีก้ าลังท าวจิัย ป.เอกทีม่หาลัย Dublin City University ทีไ่อรแ์ลนด ์
เรือ่งการแปลโดยกลุม่แฟน ซ ึง่เจาะไปทีร่ายการรันนิง่แมนอยู ่(เพราะเป็นแฟนรายการนีค้ะ่ ^^) พอดพีี่
เพิง่สมัภาษณ์ผึง้จากบา้น PK Sub ไปแลว้ผึง้ก็แนะน าองิมา เลยอยากรบกวนถามวา่ถา้จะขอสมัภาษณ์องิ
ทาง Skype หรอืแชตผา่นเฟสก็ไดค้ะ่ พอจะสะดวกไหมคะ ค าถามจะเกีย่วกบัเรือ่งประสบการณ์การท า
แฟนซบัแลว้กค็วามคดิเห็นทั่วๆ ไปกบัการท าแฟนซบัและเป็นแฟนรายการคะ่ ขอโทษดว้ยนะคะทีร่บกวน 
แลว้ก็ขอบคณุมากๆ คะ่ 
ขอบคณุทีรั่บแอดจา้ 
ออ๋ คะ่ แชทผา่นเฟสไดน้ะคะ แตส่ไกป์ไมไ่ดโ้หลดคะ่ ถา้เป็น teamspeak3 มคีะ่ 
 
โอ ่พีไ่มเ่คยใช ้teamspeak เลย เพิง่เคยไดย้นินะเนีย่ แชทผา่นเฟสก็ไดจ้า้ 5555 
ไดจ้า้ teamspeak3 มไีวพ้วกเลน่เกมคยุกนัน่ะคะ่ คลา้ยสไกป์เลย แตเ่ป็นแชทก็ไดค้ะ่ 
 













I. ชือ่งานวจัิย ชือ่งานวจัิย: ความคดิสรา้งสรรคข์องการแปลซบัไตเติล้โดยกลุม่
แฟนในประเทศไทย: กรณีศกึษาของรายการโทรทศัน ์“รันนิง่แมน” หน่วยงาน: 
School of Applied Language and Intercultural Studies, Dublin City University ผูว้จิัย: ธาร












จา้า อกีอนัเป็นรายละเอยีดงานวจิัยพีเ่ฉยๆ จา้ 
เคคะ่อา่นครา่วๆ แลว้ 55 
 




แปลครัง้แรกเมอืน 2 ปีทีแ่ลว้คะ่ เรือ่งแรกคะ่ Penny Pinchers เป็นภาพยนตร ์
 
โอ ้เริม่แปลจากหนังเหรอเนีย่ แลว้แปลใหบ้า้นซบัรเึปลา่ตอนนัน้ 




ใชค่ะ่ ซบัไทยรายการแรกทีด่ ูรันนิง่แมนเลย 
 
โอ ้ๆ  แลว้ตอนนัน้คดิยงัไงถงึเริม่ไปอาสาชว่ยแปลเหรอ 








หลังจากตอนนัน้กห็ยดุแปลไปคะ่ แลว้บงัเอญิมาเจอ ซรียีท์ี ่จฮีโยแสดง เลยมาเจอกบัผึง้แลว้กช็วนกนั




ออ่ๆ อืม้ๆ แลว้เจอกบัผึง้ไดย้งัไงน่ะ ตามเพจน่ะเหรอ แสดงวา่องิก็อยูต่ัง้แตเ่ริม่ตัง้เพจ PK Sub เลยใชม่ัย้ 
ป่าวคา่ องิเพิง่มาเจอผึง้ตอนหลังแลว้ น่าจะสกั 3 เดอืนได ้
 





ก็ตา่งอยูน่ะคะ ถา้เป็นซรียีเ์ราจะพอเดาอารมณ์ของ ซบัได ้วา่เดีย๋วตอ่ไปจะเป็นยงัไง มนัเลยคอ่นขา้งงา่ย
กวา่แปลวาไรตี ้ทีเ่ราจะเจอค าศัพทใ์หม่ๆ อยูเ่รือ่ยๆ เปลีย่นไปทกุสปัดาห ์แลว้ก็ตอ้งคอยดซูบัอิง้ไปดว้ย





ออ่ จา้ ตอนแปลนีแ่ปลลง Aegisub เลยหรอืวา่แปลใสเ่วริด์หรอืโปรแกรมอืน่กอ่นน่ะ 




องิจะแปลกอ่นคะ่ แลว้ผึง้เคา้ไปจับไทมก์บัแตง่ซบัอกีท ี 
สว่นหลักการแปลก็คอื ใชส้ านวนของตัวเองคะ่ เนน้ภาษาทีเ่ป็นธรรมชาต ิแลว้ก็ตอ้งถกูตอ้งตามตน้ฉบบั
ดว้ย เวลาแปลจะฟังเสยีงเกาหลไีปดว้ยคะ่ เพือ่ใหช้วัรว์า่เคา้หมายถงึอะไร แตไ่มไ่ดรู้ศ้ัพทเ์กาหลเียอะคะ่ 
แคบ่างค าทีเ่ราฟังออก 
 
โอ ้แลว้มเีปิดดกิเกาหลบีา้งมัย้ หรอืเสริช์เอาตามเน็ต เพราะอยา่งรันนิง่แมนจะมตีัวเดง้หรอืซบัลอยขึน้
เยอะมากๆ 
ถา้เป็นตวัเดง้ คอืองิกเ็อาตามซบัอิง้ลยคะ่ ประกอบกบัดซูนีนัน้ๆ เพราะอา่นเกาหลไีมอ่อก  
ไดแ้คฟั่ง ค างา่ยๆ ทีใ่นซรียีใ์ชบ้อ่ยๆ 
 
อืม้ๆ แลว้ในตอนๆ นงึ องิจะแปลทัง้ตอนเลยหรอืวา่แบง่ๆ กนัน่ะ ใชเ้วลาท าทนีงึประมาณกีช่ัว่โมง 
เคยแปลร่ันนิง่ประมาณ 5-6 ชม. คะ่ แตถ่า้เป็นซรียีก์็ 4-5 ชม. สว่นมากจะแปลทเีดยีวใหเ้สร็จคะ่  
เวน้แตถ่า้ไมว่า่งหรอื ตดิงานจะทยอยแปลครัง้ละ 30 นาท ีประมาณนีค้ะ่ 
 
อยา่งนีใ้ชเ้วลาชว่งไหนแปลเหรอ แลว้ตกลงกนัยงัไงวา่เพจเราจะแปลรันนิง่ตอนนี ้หรอืซรีสีเ์รือ่งนีน่้ะ 
ก็แปลชว่งหลังเลกิงานคะ่ ประมาณ 6 โมงเย็น เป็นตน้ไป แตจ่ะแปลเรือ่งไหน หรอื ep อะไร ก็แลว้แต่
ทมีคะ่ ถา้เพือ่นๆ บอกโอเคแปลก็แปล แตอ่งิจะรับจากความชอบของตัวเองกอ่น ถา้ running ก็แปลได ้




อืม้ๆ ๆ เพราะชอบรันนิง่อยูแ่ลว้ใชม่ะ 555 ยงังีแ้สดงวา่เพจองิก็ไมม่เีดดไลนก์ าหนดวา่ตอ้งสง่เมือ่ไหร่
ดว้ยใชม่ัย้ 
ไมม่คีะ่ ผึง้เคา้จะเป็นคนรับหนา้ทีแ่ตง่ซบั จับไทม ์QC คอื ทกุอยา่งจะไปจบทีผ่ ึง้ แลว้ผึง้กไ็มเ่คยเรง่เลย 
แบบเราตกลงกนัวา่เราจะท าตามทีก่ าลังเราท าได ้ท าดว้ยความชอบ ก็ท าเรือ่ยๆคะ่ไมเ่นน้ ไปแขง่กบัใคร 
 
อืม้ๆ ดจีัง ตอนนีอ้งิก็แปลใหพ้เีคเพจเดยีวเลยใชม่ัย้ 
ชา่ยคา่ สนุกดที างานดว้ยกนั ชอบซบักเ็ป็นสว่นนงึแตเ่พือ่นรว่มงานดที าใหม้กี าลังใจมาก 
 
อืม้ๆ แลว้ไดเ้จอกนัขา้งนอกบา้งรเึปลา่ หรอืวา่คยุกนัทางเฟสอยา่งเดยีว 
คยุกนัทางเฟสคะ่ พอด ีองิอยู ่ชมุพร เพือ่นๆ เคา้อยู ่กทม และ ก็โคราชคะ่ คนละทศิเลย 
 
ออ่ สดุยอด 55555 เรือ่งดแูลเพจ พวกอพัสเตตัสกบัอพัซบันี ่จะชว่ยๆ กนัรเึปลา่หรอืแบง่หนา้ทีใ่หใ้คร
เป็นพเิศษน่ะ 
องิไมค่อ่ยไดอ้พัความเคลือ่นไหวคะ่ สว่นมากจะเป็นคนอืน่ท ากนั เพราะเราเขา้มาหลังสดุดว้ย สว่นมากก็
สนใจแตแ่ปล คะ่ 55 
 
ออ่ จา้าา อยา่งนีท้ีแ่ปลก็ฝึกเอาเองใชม่ัย้ เคยลองๆ ท าอยา่งอืน่นอกจากแปลบา้งรเึปลา่ เพราะอยา่งนอ้ย
องิก็รูว้ธิใีช ้Aegi ดว้ย 
เคยแตง่ซบัคะ่ แตไ่มถ่นัดเลย แปลอยา่งเดยีว 
 
อืม้ๆ ยากเนอะ แปลก็ยาก แตง่ซบัก็ยากไปอกีแบบ แลว้รูว้ธิใีชโ้ปรแกรมไดย้งัไงเหรอ 
ครัง้แรกคอื เพือ่นจากเพจทีท่ าซบัหนังสอนคะ่ แลว้เรือ่งแตง่ซบัก็ขอค าแนะน าจากผึง้ เพราะรายนัน้เคา้
เซยีน 
 
อืม้ๆ จา้า กบัเรือ่งทีซ่บัรันนิง่เคยโดนลบ องิมคีวามคดิเห็นยงัไงเกีย่วกบัเรือ่งนีบ้า้งน่ะ 
ก็เขา้ใจนะคะ วา่เป็นเรือ่งของลขิสทิธิค์ะ่ แตใ่นมมุของเรา คอืเราอยากใหเ้คา้ยกเวน้ กรณีทีเ่ราไมไ่ดท้ า
เพือ่การคา้ เราแปลเพือ่ให ้คนไทยไดม้โีอกาสดรูายการดีๆ  จะวา่ไปมนักเ็หมอืนเป็นการ ตตีลาดใหก้บั
รายการของชอ่งเคา้ดว้ย แตถ่า้มองในแงข่องชอ่ง อาจจะคดิวา่คนไทยดไูปก็ไมไ่ดเ้พิม่รายไดใ้หก้บัชอ่ง 
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เพราะเคา้นับเรตติง้จากคนในเกาหลเีทา่นัน้ใชม่ัย้คะ ตรงนีเ้คา้อาจจะเห็นวา่ เราเอามาแปลลงเว็บแลว้ 
เหมอืนใชข้องทีเ่ป็นลขิสทิธิใ์นสว่นของเคา้อะคะ่ 
คอืแปลท าไป อพัไป แลว้โดนลบมนัก็เพลยีนะคะ แตข่องพวกองิท ากนั ไมไ่ดเ้ชา่เซฟิเวอร ์คอื ลบไปเรา
ก็อพัใหม ่มนัไมไ่ดเ้ดอืดรอ้นกบัเรามาก แตบ่า้นใหญท่ีแ่ปลๆกนั เคา้คงกระทบมาก เห็นเลกิท าไปก็หลาย
เจา้แลว้ 
 
อืม้ๆ น่ันส ิตัง้แตโ่ดนลบครัง้แรกแลว้ ถอดใจกนัไปหลายราย ยิง่โดนอกีก็ยิง่หมดก าลงัใจ อยา่งนีอ้งิเคย
คดิจะเลกิท าซบับา้งมัย้ หรอืวา่อยากท าตอ่ไปเรือ่ยๆ 
อยา่งทีบ่อกคะ่ วา่ลบไปเราก็อพัใหมค่ะ่ 555 เพราะเราเป็นบา้นเล็ก แปลมายงัไมม่ากมาย เลยยงัไมย่อม
หมดก าลังใจงา่ยๆคะ่ 
 
5555 อืม้ๆ ดแีลว้ๆ ไฟตโ์ต ้
คา่ >,< 
 
ออิ ิจา้าา พีเ่ห็นบางบา้นก็ไดต้ังจากคา่โฆษณาเหมอืนกนันะ องิคดิยงัไงบา้งน่ะเกีย่วกบัเรือ่งนี ้
ตอนนีย้งัไมไ่ดม้องไปขนาดนัน้เลยคะ่ คดิแคว่า่แปลแลว้สนุกเราไดรู้ศ้ัพทใ์หม่ๆ ไปในตัว แลว้เราเองกเ็ป็น
ติง่อยูแ่ลว้เรารักรันนิง่แมน แคอ่ยากท าออกมาใหด้คีะ่ เรือ่งหารายไดจ้ากโฆษณา กไ็มไ่ดห้วังจะไดอ้ยู่
แลว้ เพราะรูส้กึวา่เรายงัท าชลิๆไป ถา้จะหวังครอบลงิกด์งึคนดเูอาคา่โฆษณา แบบนัน้เราคงตอ้งเร็วกวา่นี้
คะ่ ตอนนีท้ าแบบสบายๆมากๆเลย แบบมคีวามคดิวา่ ถา้ท าสวยๆแปลดีๆ  คนก็อาจจะอยากโหลดเก็บไวดู้ 
เพราะ ปกต ิคนดรัูนนิง่แมน ก็จะดซูบัทีอ่อกเร็วกอ่นแลว้ ถา้ชอบก็จะหาบา้นทีท่ าซบัสวยๆ โหลดเก็บ ซึง่
องิอยากท าออกมาใหด้เีพือ่กลุม่คนทีรั่กรันนิง่เหมอืนกนัไดม้ซีบัสวยๆไวเ้ก็บมากกวา่คะ่ 
 
อืม้ เป็นความคดิทีด่มีากเลย พีว่า่กลุม่แฟนหลายๆ คนกช็อบดซูบัสวยๆ นะ พีก่ค็นนงึละ่ 5555 แตย่งัไงก็
มบีางกลุม่ทีเ่อาแฟนซบัไปขายบา้ง ลงแอปเอาตังคบ์า้ง องิคดิยงัไงกบักลุม่นีน่้ะ 
ในฐานะทีเ่ราเป็นคนท า ยอ่มรูส้กึไมด่อียูแ่ลว้คะ่ เราเลยหาวธิกีนัวา่จะป้องกนัยงัไงด ีมนัยงัไมม่วีธิทีีจ่ะ 
ป้องกนัไมใ่หค้นเอาไปท าเป็นเชงิการคา้ไดแ้บบ 100 เปอรเ์ซน็ต ์เราก็ไดแ้ตช่ว่ยกนัโปรโมตวา่ ซบันีท้ า
ฟร ีใหด้ฟูร ีไมจ่ าเป็นตอ้งเสยีสตางคซ์ือ้คะ่ ถา้คนทีช่อบดรููว้า่มใีหด้ฟูร ีเคา้กค็งเลกิซือ้กนัไปเอง พวกที่
ขโมยไปขาย กค็งไมรู่จ้ะขายใคร 
 
อืม้ๆ แลว้คดิวา่อะไรยากทีส่ดุส าหรับคนท าซบัเหรอ 
แตง่ซบั+จับไทมค์า่ แตห่ลายคนบอกแปลยาก 
 
55555 ตอบคลา้ยผึง้เลยน่ะ แตส่ลบักนั ผึง้บอกแปลยาก แตค่นบอกวา่แตง่ซบักบัจับไทมย์าก 
ผึง้จะบอกองิตลอดวา่ แตง่ซบัไมย่าก แตอ่งิจะเถยีงตลอดวา่ มนัยากนะ องิท าไมไ่ด ้เคยลองแลว้ ความ
ยาว 30 นาท ีใชเ้วลา 5 ชม. คอืองิเป็นคน ท างานละเอยีดไมไ่ด ้แบบใหจั้บเวลาตวัเดง้ หรอืแตง่สใีห ้
สวยๆ เราท าไมไ่ด ้อาจจะเพราะเราไมถ่นัดดา้นนีด้ว้ยคะ่ ถา้แปลคอื เรายงัไดส้นุกไปกบัมันแตแ่ตง่ซบั
แลว้จกุจกิ จะพาเครยีดเลย 
 
น่านส ิพีว่า่คงขึน้อยูก่บัวา่เราถนัดอะไร เลยรูส้กึวา่ทีไ่มถ่นัดจะยากกวา่ พีเ่คยลองๆ ท าด ูกค็ดิวา่แปลนี่




ตรงนีเ้ลยนับถอืผึง้กบัพีอ่กีคนมากคะ่ เคา้ท ากนัไวมาก 
 
อืม้ๆ อยา่งนีจ้ะท าซบัเสร็จตอนนงึน่าจะใชเ้วลาสกัอาทติยใ์ชม่ัย้ หมายถงึตอนทีท่กุคนวา่งน่ะ องิแปล
ประมาณวันนงึ แลว้ก็มาแตง่ซบัอกีท ี
ถา้วา่งกนัหมด ประมาณ 5 วันเสร็จคะ่ อพัใหไ้ดด้กูนัก็ 5 วันพอด ี 
สว่นมากจะ 4-5 วันนะ เพราะ วา่ ซบัรันนิง่ออกวันองัคาร องิแปล สง่ให ้ทมีแตง่ก็ประมาณ พธุกลางคนื 
เคา้ไปแบง่กนัแตง่ซบั ก็เสร็จ ผึง้อพัวันศกุรพ์อด ี
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ก็เร็วอยูด่ ี555 แสดงวา่ในทมีมอีงิแปลหลกัๆ คนเดยีวเลยรเึปลา่ 
องิแปลรันนิง่เป็นหลักคะ่ แตผ่ึง้กบัพีย่ ิม้ เคา้จะแปลซบัซรียีอ์ืน่กนัอยู ่คอืทกุคนแปลไดห้มด 
เรือ่งท าซบัอะ องิเหมอืนเป็นนอ้งใหมม่ากกวา่ แต่ผึง้เคา้คร ่าหวอดมานานแลว้ เคา้แปลดทีัง้คูค่ะ่ ทัง้ผึง้
ทัง้พีย่ ิม้ พอมอีงิมาชว่ยเลยแบง่ๆกนัไปท าอยา่งอืน่บา้ง 
 
 
ออ่อ จา้า คดิวา่การท าซบัใหอ้ะไรกบัเราบา้ง แลว้มขีอ้เสยีอะไรบา้งมัย้ 
ทีไ่ดม้าท ากด็ตีรงทีเ่ราไดท้ าในสิง่ทีเ่ราชอบ ท าใหเ้ราสนุกไปกบัมนั ไดเ้ห็นศัพทใ์หม่ๆ  ไดฟั้งเกาหลไีป
ดว้ย ก็จะไดศ้ัพทเ์กาหลมีาบา้งเล็กนอ้ย คอืรวมๆแลว้ ไดท้ าสิง่ทีช่อบคะ่ ไดเ้พือ่น ไดส้งัคมใหม่ๆ  
สว่นขอ้เสยีของการท าซบัจรงิๆ ในแงข่องคนแปล มองไมอ่อกจรงิๆวา่มนัมขีอ้เสยียงัไง ทีเ่ห็นอยา่งเดยีว
คอื พอเราแปลมาแลว้ เป็นชอ่งทางใหม้คีนเอาไปขายนีแ่หละ ทีเ่หนือ่ยๆใจ 
 
อืม้ จรงิๆ เป็นก าลังใจใหน้า้ 
คา่ ขอบคณุมาก 
 
แต๊งกิว้มากๆ ดว้ยจา้ทีใ่หพ้ีส่มัภาษณ์ นอกจากผึง้แลว้ องิพอจะรูจั้กใครทีพ่ีพ่อจะขอสมัภาษณ์ได ้
อกีมัย้อะ่จ๊ะ 
นีเ่ลยคะ่ https://www.facebook.com/yayayim.yim ชือ่พีย่ ิม้ทมีเดยีวกนั องิมเีกริน่กบัพีย่ ิม้ไวบ้า้งแลว้ 
แอดแลว้ทักไปไดเ้ลยคะ่ 
 
โอ ้จา้าา ขอบคณุมากๆ ๆ อกีทนีา้าา 
คา้ ขอใหว้ทิยานพินธ ์(หรอืเปลา่) ส าเร็จเรยีบรอ้ยดนีะคะ โชคดคีะ่ ฮไวทต์ิง้ 
 




























สวัสดคีา่ ช ือ่ เปานะคะ ตอนนีก้ าลังท าวจัิย ป.เอกอยูท่ีไ่อรแ์ลนด ์มหาลัย Dublin City University คา่ 
หัวขอ้วจิัยเกีย่วกบัเรือ่งการแปลโดยกลุม่แฟนคะ่ ซ ึง่เจาะไปทีก่ลุม่แปลรันนิง่แมน เพราะเป็นแฟนรายการ
นีเ้หมอืนกนัน่ะคะ่ พอดเีพิง่สมัภาษณ์ผึง้ กบั องิไปน่ะคะ่ แลว้ องิก็แนะน าใหต้ดิตอ่ยิม้น่ะคา่ ไมท่ราบวา่
ยิม้พอจะสะดวกใหส้มัภาษณ์ทาง Skype รเึปลา่คะ หรอืแชตทางเฟสกไ็ดค้ะ่ ถา้ไมส่ะดวกก็ไมเ่ป็นไรคา่ 
ขอโทษนะคะทีร่บกวน แลว้ก็ขอบคณุมากๆ คะ่ 
ขอบคณุทีรั่บแอดคา่ ไมท่ราบวา่พรุง่นีส้ะดวกใหส้มัภาษณ์รเึปลา่คะ จะเป็นชว่งไหนทีส่ะดวกก็ไดค้า่ 
พีป่ระชมุคะ่ ตอ้งเย็นๆ ประมาณหกโมง นอ้งจะฝากค าถามมาก็ไดน้ะคะ เดีย๋วพีต่อบได ้แตถ่า้สไกป์ตอ้ง
รอพีเ่ลกิงานกอ่นพรุง่นีพ้ียุ่ง่ทัง้วันเลย 
 
ถา้เป็นวันศกุรห์รอืวันอืน่ๆ พีย่ ิม้พอจะสะดวกมัย้คะ เปารอใหพ้ีย่ ิม้วา่งกอ่นไดค้ะ่ ถา้พีย่ ิม้ไมส่ะดวกสไกป์ก็
แชททางเฟสแบบนีก้็ไดค้ะ่ แลว้กเ็ป็นชว่งเย็นๆ ไดเ้ลยคา่ 
ไดจ้า้ แตข่อนอกเวลาราชการนะคะ 
 
คา่ พอดตีอนนีเ้ปาอยูท่ีไ่อรแ์ลนดน่์ะค่ะ เวลาจะหา่งจากไทยประมาณ 6 ชัว่โมงพอด ี
ออ่ แชตเฟสก็ไดค้ะ่ ตอนนีก้ ีโ่มงแลว้คะ จงิๆ พีก่็เป็นเพือ่นแพม 
 
ตอนนีข้องเปาหา้โมงเย็นคา่ 555 อา้วเหรอคะ ตอนแรกเปานกึวา่พีย่ ิม้อายปุระมาณผึง้ เลยเผลอเรยีกชือ่
ไปเลย 
แทฮนั มนิกุก๊ มนัเซน่ันละ่ แกแ่ลว้คะ่ 555 พีก่ะแพมเทา่กนั รูจ้ักกนัเพราะเป็นติง่นีล่ะ่ 
 
5555 ออ้ งัน้ตอ้งเรยีกพีแ่ลว้ละ่คะ่ แตเ่ปาขึน้เลขสามละเหมอืนกนัละ่คา่ 
แพมมาถามพีแ่ลว้วา่จะเเนะน านอ้ง ตอนแรกพีค่ดิวา่พีไ่มเ่กง่ เลยไมไ่ดใ้หส้มั 555 
 




55 พีท่ าเพจ กะผึง้และองิ นอ้งมนัคะยัน้คะยอใหต้อบ 
 
5555 จะไดเ้ป็นพวกเดยีวกนัไงคะ เปาไดข้อ้มลูจากผึง้กบัองิแลว้ก็พีแ่พมเยอะมากเลยคะ่ 








5555 ไมเ่ลยคา่ ท าไดข้นาดนีต้อ้งเกง่แน่ๆ ถา้ยงัไงเป็นพรุง่นีเ้ปาขอกวนสมัภาษณ์สกัประมาณหกโมง








สวัสดคีา่ พีย่ ิม้พอจะสะดวกตอนนีม้ัย้คะ 
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ทางเฟสนะคะ ถามเลยคะ่ แตย่ิม้ไมเ่กง่นะคะบอกไวก้อ่นนา้ พอดยีิม้วา่งถงึสองทุม่นะคะ และวา่งอกีที
สามทุม่ ยิม้ท ากระทูร้ายงานสดซรีสีเ์กาหลใีนพันทปิอะ่คะ่ 555 
 
ไมเ่ป็นไรเลยคา่ เปาคดิวา่สองทุม่ก็น่าจะเสร็จละคะ่ 5555 วา่แตร่ายงานเรือ่งอะไรอยูเ่หรอคะ Scholar 
ใชม่ัย้คะ ออิ ิ
ถถถถถถถถถถถถ รูไ้ดไ้งคะ เคยเห็นเหรอคะ 5555 
 
ก็ดอูยูพ่อดเีลยจ าไดว้า่วันนีม้เีรือ่งนีน่้ะคา่ เลยเดาเอา 555 
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เย ่ขอบคณุคา่ เปาขอเริม่ถามเลยนะคะ พีย่ ิม้เริม่ท าซบัมานานเทา่ไหรแ่ลว้เหรอคะ 
พีย่ ิม้เริม่ท าซบัมานานเทา่ไหรแ่ลว้เหรอคะ>>>> ถา้ท าซบัพึง่ท าไดป้ระมาณ สามเดอืนเองคา้ อาย 
 
 
555 แตท่ าไดก้็เกง่แลว้คา่ แลว้เรยีนการท าซบัมาจากทีไ่หนเหรอคะ 
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เรยีนการท าซบัมาจากทีไ่หนเหรอคะ>>>> เรยีนมาจากแฟนคลับดว้ยกนั และถา้ตดิขดัตรงไหนก ็
google คะ่ 




555 คา่าา ปกตพิีย่ ิม้จะท าหนา้ทีแ่ตง่ซบักบัจับไทมใ์ชม่ัย้คะ ถา้ยงัไงเปามาถามพีย่ ิม้ตอ่สกับา่ยสามไดม้ัย้
คะ พอดอียากจะถามแบบคยุกนัน่ะคา่ แลว้พีย่ ิม้จะไดไ้มต่อ้งรบีดว้ย 
ปกตพิีย่ ิม้จะท าหนา้ทีแ่ตง่ซบักบัจับไทมใ์ชม่ัย้คะ>>> แตง่ซบัคะ่ แตว่า่อนัทีแ่ปลจะเป็นซรีสี ์
 
ออ่ คา่ เคยท าของรันนิง่แมนบา้งรเึปลา่คะ 
รันนิง่แมนไมต่อ้งจับไทมค์ะ่ คอ่นขา้งตรง แตอ่นัทีไ่มต่รงทีแ่ตง่ซบั ตอ้งจับจังหวะเดง้ 
ท าคา้ คอืบางทมีนัเดง้ไมต่รง แตก่็มบีา้งทีซ่บัไมต่รงกต็อ้งจับไทมแ์ตไ่มเ่ยอะ 
 
 
จังหวะเดง้นีท่ ายากมากเลยนะคะเนีย่ พีย่ ิม้คดิวา่การท าซบัซรีสีก์บัรันนิง่แมนแตกตา่งกนัมัย้คะ อยา่งไหน
ยากกวา่กนั 
ไมย่ากคะ่งา่ยมาก 
จังหวะเดง้นีท่ ายากมากเลยนะคะเนีย่ >>>> งา่ยคะ่ แตต่อ้งใชเ้วลามาก 
ยิม้คดิวา่การท าซบัซรีสีก์บัรันนิง่แมนแตกตา่งกนัมัย้คะ>>>>ท าซบัรันนิง่แมน กบัซบัซรีสีไ์มต่า่งกนัคะ่ 
แตจ่ านวนบรรทัดของรันนิง่แมนจะนอ้ยกวา่ ซรีสีเ์กาหลคีะ่ 
อยา่งไหนยากกวา่กนั>>> คอืซรีสีจ์ะยากกวา่ ตรงเราตอ้งเขยีนบทสนทนาใหอ้า่นงา่ย เขา้ใจงา่ย คอืมนั
คลา้ย ๆ กบัการเขยีนนยิาย ไมใ่ชซ่บัอิง้มาแบบไหน ก็แปลไปแบบนัน้ เพราะภาษาไทยจะมกีารเลน่ค า 
มากกวา่ภาษาองักฤษ แตรั่นนิง่แมนถา้ดา้นการแปลจะซบัซอ้นนอ้ยกวา่ แตก่ารแตง่ซบัไมย่า่กแตใ่ชเ้วลา
มากกวา่คะ่ อยูท่ีค่วามช านาญและเวลาวา่งของคนท าดว้ยคะ่วา่วา่งท าไหม 
 
โอ ่คา่า 
รันนิง่แมน แบบแตง่ซบัใชเ้วลามากกวา่การแปลซรีสีค์ะ่ แตถ่า้ไมแ่ตง่ซบัก็ไมน่านคะ่ บางบา้นถงึไมแ่ตง่
ซบัไงคะ 
 
5555 ก าลังจะถามเลยคะ่ 
555 คอื ทมีท ารันนิง่แมน เป็นแฟนคลับรายการคะ่ กอ็ยากจะท าใหด้ทีีส่ดุ 
 
 
โอ ้คะ่ แสดงวา่มทีมีซบัซรีสีก์บัรันนิง่แมนแยกกนัคนละทมีใชร่เึปลา่คะ 
ป่าวคะ่ทมีเดยีวกนันีล่ะ่ 5555 แตท่ าซบัซรีสี ์อยูท่ีช่อบเหมอืนกนัไหม ถา้ชอบไมเ่หมอืนกนักต็า่งคนตา่ง
ท าคะ่ อยูท่ีเ่วลาวา่งของแตล่ะคน บา้น PK แอดนอ้ย อยา่งชว่งนีท้ีบ่า้นหายไป ไมไ่ดก้ลัวลขิสทิธิน์ะคะ 
ไมว่า่ง 555 
 
5555 คา่าา มตีา่งคนตา่งท าดว้ยเหรอคะเนีย่ อยา่งนีซ้รีสีเ์รือ่งนงึมคีนท าประมาณกีค่นเหรอคะ แลว้ทมี
ท าซบัรันนิง่แมนมปีระมาณกีค่น 




มที าคนเดยีวดว้ยเหรอคะเนีย่ แลว้ท าซรีสีจ์ะใชเ้วลาท าประมาณกีช่ัว่โมงตอ่ตอนเหรอคะ รายการรันนิง่
แมนดว้ยน่ะคะ่ 
พีย่ ิม้แปลไมเ่กง่คะ่ใชเ่วลานาน คอื ส านวนมนัตอ้งนยิายดว้ยอะ่คะ่ พีท่ าซบัไดไ้มน่านคะ่ กเ็ลยยงัไมเ่กง่ 





โอ ้ก็ไมน่านนีค่ะ ถา้เทยีบกบัจ านวนบรรทดัทีต่อ้งแปลดว้ยน่ะคะ่ 
ประมาณเจ็ดรอ้ยคะ่ คอืยิม้แปล มนัอา่นยากไปคะ่ มนัอยูท่ีส่ านวนของเราดว้ย ก าลังจะหัดใหม้นัอา่นงา่ย 
ๆ คะ่ ยกตวัอยา่ง บณัฑติแวมไพรท์ีเ่คยท านะคะ อยา่ง รัชทายาทตาย เคา้ไมไ่ดใ้ชค้ าวา่ สวรรคต จะใช ้
ค าวา่ตายก็ดแูปลก ๆ แตร่าชาศัพท ์คอื ทวิงคต โอว้ คนอา่นเห็นแลว้เวยีนหวัเลยคะ่ เพราะยิม้ใชศ้ัพท์
ยาก ฝร่ังตาย death ก็จบ 5555 สมมตนิะคะ 5555 
 
 
คะ่ เพราะเราใสใ่จตอนก าลังแปลดว้ยกต็อ้งพถิพีถิันหน่อยรเึปลา่คะ แลว้เปาวา่ส านวนการแปลกเ็ป็นของ
เฉพาะตัว มเีอกลักษณ์ดอีอกคะ่ 5555 
ขอบคณุนะคะ แตอ่า่นยากคะ่ เพือ่นในวงการบอกมา วงการคอืวงการติง่นะคะ 5555 
 
 
5555 คา่าา พีย่ ิม้ตอ้งไปเตรยีมตัวรายงานสดรเึปลา่คะ ถา้ยงัไงเปาขอรบกวนอกีทสีกัประมาณสามทุม่
ไดม้ัย้คะ 
นอ้งเปาถามไดเ้ลย พีแ่คปไดต้อบได ้แตอ่าจจะชา้ลงคะ่ 
 
 
โอ ่คา่าา สามารถคะ่ 5555 ขอบคณุนะคา้ 
5555 นอ้งเปาพดูเกง่มาก สมกบัทีแ่พมบอก พีก่็มเีพือ่นในวงการติง่เกาหล ีแบบไมรู่จ้กักนัมากอ่น เพราะ




555555 คา่า เปาเป็นอาจารยอ์ยูค่ะ่ ตอ้งเป็นติง่แบบเงยีบๆ 555555 




5555 เคยคดิอยา่งเปาเลย แตต่อนนีย้งัอา้งไดว้า่เพือ่การศกึษา ออิ ิ
55555555555555555 เปาเป็นแฟนรันนิง่เหรอคะ ตอนนีแ้ฟน ๆ ก็ก าลังมปัีญหาเรือ่งรันนิง่ 
 
 
ชา่ยคา่ เรือ่งไฟลโ์ดนลบใชร่เึปลา่คะ หรอืเปาตกขา่วอะไรไปรเึปลา่เนีย่ 
ใชค่ะ่ sbs ตามลบคะ่ เอ sbs ใชไ่หมคะ 5555 หรอื kbs นะ ตามลบหนัก บางเพจก็โดนจดหมายเตอืน 
แตเ่พจ PK ยงันะคะ 555 
 
 
555 sbs คา่ เพจ PK ไมโ่ดนดแีลว้คะ่ 555 โอ ้แตม่จีดหมายเตอืนดว้ยเหรอคะ อนันีเ้ปาไมรู่เ้ลย พีย่ ิม้
พอจะรูม้ัย้คะวา่เคา้เตอืนมาวา่ยงัไง 
เพจอนัยองนะคะโดนจดหมายมัง้นะเห็นบอกในเพจคะ่ แตเ่ราเป็นแฟนคลับ คอืไมไ่ดม้สีว่นไดเ้สยีเลย คอื
ไมไ่ดข้ายโฆษณาเลย แฟนรันนิง่ท าเพราะรักเลย นอ้งเปาจะถามไรอกีคะ พีก่ลวัท านอ้งเสยีเวลา 5555 
 
 





คอืถา้เรือ่งทีไ่มม่คีนคอยพากษ์ตอ้งพากษ์ดว้ย ป่าวหรอกคะ่ เวลาเราดบูอ่ย ๆ เราจะรูว้า่ เคา้ก าลังท า









เช ีย่วชาญแลว้ใชม่ัย้คะเนีย่ พีย่ ิม้เรยีนเกาหลอียา่งพีแ่พมอยูร่เึปลา่คะ 







อยา่งนีแ้บง่เวลายงัไงคะเนีย่ ไหนจะดแูลลกู ท าซบัไปดว้ยอกี ท างานอกี 











วา่ละกห็วิเลยอะ่คะ่ 5555 อยา่งนีล้กูมบีน่บา้งมัย้คะเนีย่ หรอืวา่สนิบนดว้ยเคก้กบัขนมปัง ออิ ิ





ท าซบัเวลาวา่ง ๆ คะ่ มเีวลาก็ท า 
 
 
อยา่งนีเ้วลาท าซบัท ีตอ้งหลังจากลกูเขา้นอนรเึปลา่คะ 5555 พีย่ ิม้มเีซนสห์รอืสมัผัสที ่6 รเึปลา่คะ 
















โอ ่คา่ แตด่กูลุม่พีย่ ิม้จะท ากนัแบบสบายๆ ดนีะคะ เปาวา่ดอีอกคะ่ ออ่ อยูก่รงุเทพฯ ใชม่ัย้คะ พอดบีา้น
เปาอยูเ่ชยีงใหม ่5555 
คอืเราท าเพราะความรักความชอบคะ่ เพราะรักเรากท็ า แตเ่ราก็เขา้ใจสภาพตัวเองดว้ย เชน่มงีานตอ้งท า 
เราก็ไมไ่ดเ้รง่อะไร ท าแบบนัน้มนัเครยีด เราท าเพราะชอบ คอื ยงัไงเรากท็ าอยูแ่ลว้ 
 
 
อืม้ คะ่ อนันีเ้ปาเห็นดว้ย 





ถา้ไมม่เีวลาก็ลงขา่วบา้งไรบา้งคะ แลว้นอ้งจะถามเรือ่งอะไรไหมคะ พีรู่ส้กึวา่พาออกทะเลตลอด 
 
 
555555 ไมเ่ป็นไรเลยคา่ ปกตพิีย่ ิม้เป็นคนลงอพัเดตขา่วในเพจใชม่ัย้คะ เปาเห็นขา่ว scholar ลงในเพจ
ดว้ย ออิ ิ
ใชค่ะ่ มบีา้ง ถา้วา่งนะคะ แตต่อนนีต้ดิบงคะ่ 
 
 
ออ่อ 555 ตอนนีเ้ปาดสูองเรือ่งนีเ้หมอืนกนัเลยคะ่ บงกบับณัฑติ 
แตพ่ีเ่ป็นแฟนคลับคังจนุคะ่ พีด่ฮูวาจองดว้ย 5555 
 
 
อยา่งนีใ้นกลุม่แบง่กนัมัย้คะ วา่ใครจะเป็นคนอพัขา่วลงเพจ หรอืวา่ใครอยากอพักอ็พัไดเ้ลย อา้ว 5555 
ฮวาจองเปาไมไ่ดด้ตูอ่เลยคะ่ ดแูคต่อนแรกๆ 
ไมไ่ดแ้บง่คะ่ อพัไดเ้ลยแตส่ว่นใหญพ่ีจ่ะอพัคะ่ เพราะพีเ่ลน่โซเชยีลเยอะอยา่งทวติไรงี ้แลว้ทวติขา่วมนั
เร็วเนาะ ออ๋แลว้พีเ่ป็นคลับคงัโซราดว้ยคะ่ เคยเจอดว้ยสวยมาก ฟิน ปลืม้ เคยคยุดว้ย 
 
 
โอว้วว พีย่ ิม้เจอทีไ่หนคะ 





แตพ่ีไ่มไ่ดแ้ปลขา่วโซราเพราะคนท าเขาเกง่คะ่ เพจโซรานอ้งเขาไดท้ัง้ เกา อิง้ สารพัด คอืแอดมนิเพจ
มนัตอ้งท าไดห้มด ภาษา ตดัตอ่รปู คลปิวดีโีอ แปล ไรงี ้
 
 
อืม้ๆ คะ่ จรงิ ตอ้งทุม่เทมากเลยนะคะ เปานีนั่บถอืเลย อยา่งนีพ้ีย่ ิม้ท าซบัใหเ้ฉพาะกลุม่ พเีค รเึปลา่คะ 
หรอืวา่ท าใหก้ลุม่อืน่ดว้ย 




ปกตกิ็ติง่ทั่วไปกอ่น ตอนนีต้ดัตอ่วดีโีอได ้ซบัได ้โฟโตช้อปได ้หดัทกุอยา่งหลังจากเป็นติง่ 
 
 
555 คะ่ ใชเ้วลาหัดนานมัย้คะ กวา่จะท าไดอ้ยา่งทีท่ าอยูต่อนนีน่้ะคะ่ 




555 อืม้ๆ คะ่ อยา่งนีเ้จอกบักลุม่พเีคจากทีไ่หนเหรอคะ ตามเพจในเฟส หรอืวา่ในพนัทปิคะ 




คอ่ย ๆ ท าไปคะ่ 555 แตก่ต็ัง้ใจวา่จะท าซบัทีบ่า้นอืน่ไมแ่ปลนะคะ คอืแปลซ ้ากนัไปมนัก็เนาะ 
 
 
อืม้ๆ คะ่ อยา่งนีส้ าหรับเรือ่งทีท่ าซบักนัเป็นกลุม่ เชน่ แตง่ซบัรันนิง่แมน นีม่กี าหนดเกณฑอ์ะไรมัย้คะ 








ยิง่มาคูก่บัตวัเดง้อกี 55555  อืม้ๆ อนันีเ้ปาเห็นดว้ยเลยคะ่ ดจูากกจิกรรมทีพ่ีย่ ิม้ท านี ่เปาวา่การท าซบัทัง้
แปล ทัง้แตง่นีเ่หมาะกบัพีย่ ิม้มากเลยคะ่ ขอถามยอ้นไปนดินงึนะคะ จากกรณีทีซ่บัรันนิง่โดนลบน่ะคะ่ พี่
ย ิม้คดิยงัไงเกีย่วกบัเรือ่งลขิสทิธิบ์า้งคะ 
 
คอืถา้ตามกฎหมายมนัน่าจะผดินะคะ แตพ่ีไ่มแ่น่ใจวา่ เราไมไ่ดท้ าเพือ่การคา้มนัผดิไหม เราเป็นแฟน




จรงิ ๆ ดาราก็ไดป้ระโยชนจ์ากพวกแฟนคลับทีท่ าซบั คอืเป็นทีรู่จั้กกนันะคะ อยา่งการมามติติง้ พีย่ ิม้วา่
เพราะฐานแฟนคลับดว้ย คอืถา้เฉพาะตัวผลงานเอง หากไมม่กีารท าซบั มนัก็ไมไ่ดแ้พรหลายมากเออ พี่
ไมน่่าตอบวา่เป็นขา้ราชการเลยอะ่ เคา้จะวา่ไดไ้หม พีท่ าผดิกฎหมาย 555 
 
อืม้ๆ คะ่ ยิง่ในไทยซรีสีก์บัรายการเกาหลทีีแ่ปลก็ยงัไมเ่ยอะ 5555 อนันีค้วามเห็นสว่นตัว ไมเ่ป็นไรหรอก
คา่ แลว้เพจทีไ่ดเ้งนิจากคา่โฆษณะละ่คะ พีย่ ิม้คดิยงัไง 
จรงิ ๆ ก็ไมถ่กูตอ้งนะคะ เหมอืนกบัเป็นการหารายไดจ้ากลขิสทิธิข์องเขา 
 
 
อืม้ คะ่ แลว้คดิวา่กลุม่นีต้า่งจากกลุม่ทีเ่อาแฟนซบัไปขายเอาก าไรมัย้คะ 
คอืกลุม่ของเรา เราท าเพราะรัก เพราะชอบ เพราะชอบอะไรเหมอืน ๆ กนั ชอบในตวัศลิปิน ชอบดซูรีสี ์
ท าแลว้ก็แบง่กนัด ูเหมอืนแฟนคลับของศลิปิน ถา้ไมรั่กไมช่อบท าไมไ่ดเ้ลย เพราะใชเ้วลามาก ทุม่เท
มาก มนัเหนือ่ยนะคะ แตเ่ราท าเพราะรักมนัเลยไมเ่หนือ่ย 
 
 
อืม้ จรงิคะ่ เปาวา่เริม่ตน้ท าวา่ยากแลว้ การทีจ่ะท าตอ่ไปเรือ่ยๆ นีใ่ชแ้รงใจมากจรงิๆ คะ่ 




เคยคดิจะเลกิบา้งมัย้คะ แบบมจีดุทีค่ดิวา่ เอ ความจรงิเราน่ังดอูยา่งเดยีวกไ็ดน้ีน่าน่ะคะ่ 




อืม้ๆ คะ่ คดิวา่ระหวา่งท าซบักบัตัง้กระทูอ้นัไหนสนุกกวา่กนัคะ เพราะวา่ไมม่เีวลาใชม่ัย้คะ ทีค่ดิวา่จะเลกิ
ตัง้กระทูน่้ะคะ่ 




ตอนนีก้็รูส้กึสนุกกบัการท าซบัมากกวา่ใชม่ัย้คะ ถงึวา่จะหยดุตัง้กระทูน่้ะคะ่ 




โอว้ววว อืม้ๆ คะ่ พีย่ ิม้ภาษาดอีอกคะ่ หมายถงึจากทีค่ยุกนั แลว้กด็ทูา่จะเลา่เรือ่งเกง่ดว้ยคะ่ ไมค่ดิจะเป็น
นักแปลซบัอาชพีบา้งเหรอคะ 
555 ไมเ่กง่เลยคะ่ พีไ่มเ่กง่ขนาดนัน้คะ่ อกีอยา่ง การท าเพราะความรัก หากมเีงนิเขา้มาเกีย่วขอ้ง




อืม้ๆ ตอบแลว้เห็นภาพเลยคะ่ เปาชอบมมุมองพีย่ ิม้จังคะ่ หมายถงึ ท าใหเ้ราเขา้ใจไดถ้งึค าวา่ แฟนซบั 
จรงิๆ น่ะคะ่ 
5555 อืม้ๆ คะ่ 
ชา่ย อยา่งพวกสามแสบก็ใชค่ะ่ หลาย ๆ คนกค็ดิแบบนี ้แตถ่า้วันนงึเคา้บอกวา่เราผดิจรงิ กค็งเลกิท า
แบบท าแจก เราก็ท าดขูองเราไป 
 
 
5555 อืม้ คะ่ พดูถงึสามแสบทไีรแลว้เปาอดอมยิม้ไมไ่ดท้กุทเีลยคะ่ หนา้มนิกกุดุก๊ดิ๊กจะลอยมา 
อมืๆ คะ่ 
5555 พีแ่ฟนเจ๊ะ คะ่ พีเ่ด็กเกรยีน 
 
 




ออิ ิคดิวา่ท าแฟนซบัมขีอ้เสยีอะไรบา้งมัย้คะ แลว้อาจจะซ า้สกัหน่อย แตค่ดิวา่การท าแฟนซบัใหอ้ะไรกบั
เราบา้งเหรอคะ 
ขอ้เสยีเหรอ... อาจจะท าใหเ้วลาพักผอ่นของเรานอ้ยลง เพราะการพักผอ่นของเรากลายเป็นการท าซบั 
หรอืท ากจิกรรมเกีย่วกบัซรีสี ์
ขอ้ดคีอื เราไดต้ดิตามดาราทีเ่ราชอบ เราไดด้ซูรีสีเ์กาหลทีีเ่ราชอบ คอืดลูะครไทยไมต่ดิ เพราะมนั
ตา่งกนั เราไดฝึ้กท าอะไร 
 
 
ยางซนัจบคะ่ ไปเก็บงาน พอ่นางตายแระ 5555 
 
  
อา้วววว พีย่ ิม้สปอยลอ์ะ่คะ่ 55555 เปาอตุสา่หพ์ยายามไมถ่ามวา่จะเก็บไวร้อด ู
โอย้สปอยนดิเดยีว 555 ยงัไงดทูรงแลว้พอ่นางตายอยูแ่ลว้ 555 ชอบชางมนิ (รัชทายาท) 
 
 
5555 ก็จรงิ เปาเลยพานอกเรือ่งเลย 5555 
555555 คอื ไดฝึ้กภาษา ไดท้ าในสิง่ทีช่อบ ไดท้ าในสิง่ทีรั่ก ไดด้ซูรีสีเ์กาหล ี







555 เปายงัไมเ่คยไปเกาหลเีลยคะ่ พีย่ ิม้ไปมากีร่อบแลว้คะเนีย่ 
ไดเ้พือ่นทีช่อบเหมอืนกนัเลยคะ่ รอบเดยีวคะ่ แตอ่ยากไปเจจนูะคะ ชวนเพือ่นอยู ่อยากไปตามรอยซรีสี์




เห็นมะใจตรงกนั มนัตอ้งศกึษานดินงึคะ่ 555 
 
 








ออิ ิคา่าา พีย่ ิม้ขอบคณุมากๆ นะคา้าทีใ่หเ้ปาสมัภาษณ์น่ะคะ่ 
จา้ พีรู่ส้กึไมไ่ดต้อบไรเลย 555 ไดบ้า้งไหมคะ 555 
 
 
บณัฑติจบก็สมัภาษณ์เสร็จพอด ี5555 โอ ้ไดเ้ยอะมากๆ เลยคะ่ 
555 ขอบคณุนะจ๊ะ ตอนแรกพีไ่มย่อมสมั เพราะพีว่า่พีไ่มเ่กง่ 555 
 
 
สมัภาษณ์กลุม่ พเีค กบัพีแ่พมสนุกมากๆ เลยคะ่ 5555 ทัง้พีย่ ิม้ ผึง้ แลว้กอ็งิดว้ย 




ใชค่ะ่ โหลดโปรแกรมท าซบั แตพ่วกนีแ้จกนะคะก็ดอีะ่คะ่ เออ จะถามไหมคะใชโ้ปรแกรมไร 5555 ใชต้วั
นีน้ะคะ Aegisub นะคะ 5555 
 
 




คา่าา สว่นเรือ่งกลุม่ตวัอยา่งตอนนีก้็ไดพ้อสมควรคะ่ เพราะพี่ๆ  นอ้งๆ ชว่ยนีแ่หละ่คะ่ 
รวมไฟลใ์ช ้AVIRecom โหลดฟรเีหมอืนกนั 
 
 
คา่า พีย่ ิม้พอรูจ้ักใครทีเ่ปาพอจะหลอกมาสมัภาษณ์ไดอ้กีรเึปลา่คะ 5555 
5555 สว่นใหญพ่ีรู่จั้กแตเ่พจดาราคะ่ ถามผึง้สคิะ ผึง้รูจ้กัคนเยอะ ผึง้อยูใ่นวงการมานานคะ่ ชอบหลอก






555 คา่าา ผึง้นีต่อ้งยกนิว้ใหเ้ลยคะ่ ออ้ แลว้ตอนแปลซรีสี ์พีย่ ิม้แปลลง Aegi เลยรเึปลา่คะ 
ใชค่ะ่ สะดวก เราโหลดซรีสีม์าดดูว้ยคะ่ มนัชอบผดิตรง ผม คณุ ชัน้ ไรงี ้ถา้ไมด่มูนัตอ้งเชค็หลยรอบ 
 
 
อืม้ๆ คะ่ แลว้คอ่ยมาไทมท์หีลังใชม่ัย้คะ 
ไทมจ์รงิ ๆ แลว้ ซรีสีจ์ะมซีบัอิง้มาใหค้ะ่ คอ่นขา้งจะถกูหมด แตเ่วลาตรวจรอบสดุทา้ยเชค็อกีท ีถา้มหีลดุ
ก็ขยบับา้ง เทคนคิคอื ตอ้งหาซบัทีน่ามสกลุเดยีวกบั ซรีสีค์ะ่ คอืคา่ยเดยีวกนัไรงี ้เคา้จะดไูทมม์าแลว้ 
 
 





Running.Man.E254.150705.HDTV.XviD-LIMO คอืพวกยิม้จะเอาทีม่ตีอ่ดว้ยค าวา่ LIMO อยา่งพวกให ้
โหลดบทิเหมอืนกนัคะ่ ถา้เป็นภาพ กต็อ้งตอ่ดว้ยค าวา่ LIMO มนัจะดไูทมม์าแลว้ ไมง่ัน้มนัไมต่รงคะ่ 
น่าจะเป็นทมีทีท่ า อนันีเ้ดานะคะ 
 
 
ออ้ อยา่งนีน้ีเ่อง แลว้ซบัอิ๊งนีป่กตโิหลดจากเว็บไหนเหรอคะ ซรีสีก์บัรันนิง่แมนจะโหลดซบัมาจากที่
เดยีวกนัรเึปลา่คะ 
ถา้บอกไปแลว้ เวปเขาจะโดนปิดไหมคะ 5555 
 
 
5555 ออ้ๆ ไมค่ะ่ เปาอยากรูเ้องเฉยๆ น่ะคะ่ เปาจะไมเ่อาไปใสใ่นวจัิยคา่ 
http://subscene.com/ 
ซรีสีก์็โหลดจากเวปบทิตา่ง ๆ คะ่ 
Subscene - Passionate about good commentaries 
subscene.com 
 
ออ่ เขา้ใจแลว้คา่ รายการรันนิง่ก็เหมอืนกนัใชม่ัย้คะ 
เหมอืนกนัคะ่ เวลาหา ถา้หาไมเ่จอลองเอาชือ่เกาหลหีา ออ๋แลว้เรือ่งทูร้ายงานสด อาจจะท าแคเ่มนคะ่ 




555555 พีย่ ิม้ตัดใจไมล่งใชม่ัย้คะ 
5555 ดกูอ่นคะ่ จังหวะ แตอ่ยากดแูลลกูคะ่ ลกูสบิขวบ ตอ้งใกลช้ดินดินงึ 
 
 
อืม้ๆ คะ่ สูสู้น้ะคา้า 
5555 คอืตอนนีต้ัดตอ่วดีโีอยงัได ้คอืเมือ่กอ่นลองหลายรอบท าไมไ่ด ้พอมาเป็นติง่ ท าเป็นเลย 
 
 
555 อืม้ๆ คะ่ เคยคดิวา่พอลกูโตสกัหน่อยจะสอนลกูใหท้ าซบับา้งมัย้คะ 555 
 89 
เปาคดิวา่ความจรงิแลว้มนักเ็ป็นทักษะทีน่่าสนใจดน่ีะคะ่ เคยคดิวา่ขอฝึกตวัเองใหเ้ชีย่วสกัหน่อย แลว้ถา้
ท าได ้จะเอาไปสอนนักศกึษาดว้ยน่ะคะ่ 
มหาลัยทีเ่ปาเรยีนทีน่ีต่อนนี ้ซปุเปาเคา้มคีาบนงึสอนวธิกีารใชโ้ปรแกรมท าซบัดว้ยคะ่ แตอ่าจารยใ์ช ้
subtitle workshop 
ชวนคยุซะยาวเลย เปาไมก่วนพีย่ ิม้ละคา่า ขอบคณุทีใ่หค้วามรูอ้กีทนีะคา้าา 




พีเ่ขา้ไปด ูหาขอ้มลูท าซบันีล่ะ่ หาวธิที า รูส้กึวา่คนสอนจะเด็กมากเลย หรอืท าสง่อาจารยไ์รงีม้ัง้นะคะ 
http://subscene.com/ 




`how to ; วธิกีารท าซบัไตเติล้ {แจกโปรแกรม + สอนครบแลว้ ! } 
แนะน าตวัชือ่ ; ควิอาย ุ. ๑๔ ขวบจดุประสงค.์- อาจจะมใีครอยากท าซบัไ้ป้แจก
คนอืน่คนนูน้คนนีโ้ปรแกรมทีใ่ชท้ ามสีามโปรแกรมนะครับ ^^ โหลดเอาไดเ้ลยนะ
ครับ - Subtitle Workshop : จับทามมิง่- AEGisub32 : ตกแตง่ซบั 
siamzone.com 
 
ผดิ ๆ คะ่ 
 
 
555 คา่า อืม้ๆ รูส้กึวา่ตวัเองแกล่งยงัไงก็ไมร่ ุตามเด็กไมท่ันละ 55555 
แนะน าตัว ชือ่ ; ควิ อาย ุ. ๑๔ ขวบ ...เธญเนเธฒเธเธญเธดเธ http://sz4m.com/b1488707 
จรงิป่าวไมแ่น่ใจเลย 
555 แตค่นทีไ่ปเรยีนภาษาเกาหลสีว่นใหญม่ธัยมคะ่ 555 
 
 
5555 อืม้ๆ คะ่ ขอบคณุส าหรับลงิกน์ะคา้ 
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